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PREFACE TO THE 
SECOND EDITION 


The response to the initial edition of Solo Guitar Playing has been most 
gratifying, in terms both of kindly comment by teachers and of an in- 
creasing pattern of private and school adoption since its first appearance 
in 1968. However with wider use comes, inevitably, wider criticism, and 
I am grateful that in almost every case this has been constructive, with 
suggestions for possible improvement in a later edition. 

The supplements in this edition are the result of discussions and corre- 
spondence with a large number of dedicated classical guitar teachers, and 
I should like to acknowledge with thanks the time that they have taken 
to explain their experience in the practical usage of the book. 

I agreed with them in finding the transition from single line melodies 
to music in more than one part too abrupt; and the relevant sections have 
been considerably enlarged with a new chapter on chords. 

For class use, as well as for amateurs who like to play together, an ap- 
pendix of easy music in three and four parts has been added. I have found 
these immensely helpful myself in the encouragement of sight reading and 
in the development of musical taste through uncomplicated experience 
with better composers. Also, didactic purposes apart, they seem to be a 
source of great enjoyment to the participants. 

The section on daily exercises has been rewritten and enlarged, and 
many practical exercises for the right hand have been added to the earlier 
lessons. 

Of course sheer limitations of space make it impossible to put in every- 
thing that would ideally be included. It has become necessary to call a halt 
and to leave to the next volume the task of filling in such musical and 
technical gaps as may be present in this work. The paramount task of a 
first book is, in my view, to instill a taste for the subject and the desire to 
continue more deeply into it. My sincere hope is that this new edition will 
continue to do just that. 
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PREFACE TO THE 
FIRST EDITION 


My first book, Playing the Guitar, was designed to whet the appetite of 
the person who had found an interest in the guitar, by illustrating various 
styles. This present volume is for the person who wishes to express himself 
through the beautiful voice of the solo guitar. 

The guitar has a magnetic attraction for those who have heard its tone 
and range of sensitivity demonstrated. Whether the seed was sown by the 
sound of Segovia or some other great player, my object here is to initiate 
the reader into the mystery, or apparent one, of this most eloquent of 
instruments. 

In fairness to the majority I have started at the beginning and expected 
no prior knowledge, and if the reader can discover even a part of the pleasure 
that I have had from my years of association with the guitar, then my 
purpose has been achieved. 

I should like to express thanks to my good friend Howard Heitmeyer for 
consistent help and encouragement in the preparation of this work. I should 
also like to thank Abraham Chelst for help in discovering sources of reper- 
toire material and for making available to me his careful translations of 
the tablature of Gaspar Sanz into modern notation. 
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INTRODUCTION 


The guitar today is enjoying a level of popu- 
larity unprecedented in history, and it is giving 
competition even to the piano as the household 
instrument of the musical family. While many 
use the instrument only as an accompaniment 
to the voice, more and more people are seeking 
to develop their abilities and explore the solo 
potential of the guitar, to the extent that few 
major cities do not now have at least one gui- 
tar society where amateurs may meet and per- 
form. 

Perhaps the closest historical parallel is af- 
forded by the English Elizabethan period, when 
the guitar’s companion instrument, the lute, 
achieved a leading position among both profes- 
sionals and amateurs. The situation was similar 
in the other European countries except Spain, 
where the preferred instrument was the vihuela, 
strung like the lute, but somewhat more like 
a guitar in shape. Both instruments owe their 
introduction into Europe to the Moorish inva- 
sion of Spain in 711. 

The seventeenth century saw a sharp decline 
of interest in the lute, probably because of the 
extra strings now added to it, increasing its com- 
plexity and the difficulties of tuning. However, 
at the end of the century a new craze took over, 
this time for the guitar. At this time the guitar 
was strung with five pairs of strings, comparable 
to the upper five strings of the modern guitar. 
Such was its popularity at the court of Charles II 
that the scene there was described by a contem- 
porary as one of “universal strumming,” and 


much the same situation existed in the French 
court of Louis XIV, who was also a player. 

The composers for the guitar of this period 
were mostly performers themselves, as was the 
case with the lute. Among the most popular were 
Francisco Corbetta, Robert de Visee, and Gaspar 
Sanz, whose music exhibits accomplishment and 
charm but lacks the sophistication of the great 
lutenists, such as Dowland, Holborne, Rosseter, 
Cutting, and many others. 

After enjoying a period in the favor of fa- 
shionable society, the guitar faced a decline in 
popularity in the mid-eighteenth century attrib- 
uted at least partially to the determined efforts 
of one man. Jacob Kirkman, a harpsichord 
maker, devised the plan of making the guitar 
unfashionable by presenting large quantities of 
cheap instruments to servant girls, street musi- 
cians, and the like. It seems he was successful, 
since the harpsichord soon returned to favor. In 
1815 a revival of enthusiasm for the guitar in 
England was heralded by the arrival in London 
of the Spanish virtuoso-composer Fernando Sor. 
The instrument had now acquired a sixth string, 
enhancing its range and musical capabilities, 
which were very ably demonstrated by Sor in 
both his compositions and his performances. Yet 
in spite of the success of Sor and his able con- 
temporaries Aguado and Giuliani, the tide of 
popularity of the guitar again turned, and Sor 
died in comparative obscurity in 1839. 

It was again a Spaniard who revived public 
interest in the guitar as a solo instrument. Fran- 
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INTRODUCTION 


cisco Tarrega (1852-1909) is rightfully credited 
with being the founder of the modem school of 
guitarists. His remarkable playing, his innova- 
tions of technique, and his many compositions 
and transcriptions laid a firm foundation for 
the present-day position of respect and dignity 
occupied by the concert guitar. Through him 
composers and players came to realize that the 
capabilities of the instrument extended far be- 
yond the secondary role of accompaniment. Isaac 
Albeniz, after hearing Tarrega play some of his 


compositions in transcription, declared that he 
preferred them to the piano originals. 

Tarrega’s work was continued by his pupils, 
notably Miguel Llobet and Emilio Pujol, and 
added to by the remarkable genius of the gui- 
tarist who has become a legend in his own time, 
Andres Segovia. Thanks to the untiring work of 
this virtuoso the guitar now attracts audiences in 
concert halls all over the world, and performers 
and composers favor the instrument as never 
before in history. 



HOW TO USE THIS BOOK 


If you are beginning the formal study of the 
guitar with a teacher, you will have no particular 
problem, since your teacher will allocate lessons 
and exercises at a time appropriate to your stage 
of learning and will probably, if necessary, refer 
you back to a former lesson when he feels that 
points have been overlooked or insufficiently 
absorbed. If however you have decided to teach 
yourself, with no more assistance than this book 
and your enthusiasm, then the following points 
will be important to you if you are successfully 
to fulfill the functions of both teacher and pupil. 

First, and most important, do not try to go too 
fast. The fact that you can read to advanced les- 
sons quickly does not mean that you are ready 
for the lesson, and skipping to more advanced 
work before laying the necessary foundation is 
likely to make you feel frustrated and lacking 
in ability. There are at least two years of study 
contained in these pages, so do not be afraid to 
take your time and repeat exercises or studies 
until you, in your capacity as teacher, feel that 
they have been satisfactorily mastered. 

Second, give the most scrupulous attention to 
the sections and illustrations on hand positions. 
Usually, much of a teacher’s time during the first 
few months is spent correcting faulty hand posi- 
tions, and this is the point at which you are most 
likely to go wrong when instructing yourself. 
The positions are unfamiliar at first, but they 
are designed, after many centuries of experience, 
to give you the maximum dexterity and facility. 
Early exercises and pieces can be played with 
faulty positions, but trouble arises when more 


ambitious pieces are approached, at which time 
it is far harder to correct the faults that have 
become habits. 

At each stage of the book have your guitar in 
hand, ready to play, so that examples and illus- 
trations given in the text can be tried out in 
context. The book has been designed essentially 
as a practical course of study, and by doing you 
will learn. 


SUGGESTED STUDY PLAN 

First, be prepared to give up to four weeks to 
any lesson. The stages will include experimenta- 
tion, frustration, practice, and finally achieve- 
ment. Where possible, try to find someone to 
accompany the exercises. You will find that they 
sound completely different with the accompani- 
ments and can be the source of much enjoyment 
and fun while learning. 

Second, set aside a certain time for playing 
each day and try to be consistent. Like physical 
exercises you will achieve far more by doing 
some study every day than by occasional, if 
strenuous, exertion. 

Finally, remember that the teacher can say 
things over and over again, whereas the author 
can usually say it only once. This places a great 
burden on you to be conscientious in your read- 
ing, and to reread the important sections several 
times. Self-teaching can be amazingly effective, 
but the burden is on you to be as scrupulous a 
teacher as you are a pupil. 
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A NOTE TO THE TEACHER 


Almost all the exercises in this book have been designed as duets. The 
reason for this is that the exercises, as opposed to the studies and performance 
pieces, have a single didactic purpose, and in most cases this purpose is 
best recognized and accomplished with a single melodic line, uncluttered 
with difficult harmony or other sight-reading problems. The harmonic 
function is thus left to the teacher or, where there is none, to a friend at 
a more advanced stage. My experience has been that this duet approach 
does much to take the dryness out of, for instance, a ligado exercise or the 
learning of the notes of a new position, and it is my hope that other teachers 
will find this method effective and enjoyable. 
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LESSON ONE 

BASIC TECHNIQUE 


The succeeding two lessons are perhaps the 
most important in this book, since they cover all 
the basic movements normally used for playing 
solos. It is important to observe the playing posi- 
tion closely and to try to form good habits from 
the very beginning. 

PLAYING POSITION 

Of the two positions for women the first is to 
be preferred, since it gives more support to the 
instrument. The alternative position can be used 
when the player is wearing a tight skirt; but on 
formal occasions many female performers prefer 
to wear either culottes or a sufficiently volu- 
minous skirt to make the classical position pos- 


sible. When you take up the position, note par- 
ticularly the following points. 

1. You should sit on the front of the chair, 
holding the guitar upright and leaning forward 
slightly. To see your hands, bend the head for- 
ward, rather than pulling the guitar back. 

2. The weight of your right arm is taken on 
the guitar — do not let the elbow project over the 
edge, as this alters the angle of your right hand. 

3. The right hand should be able to hang 
loosely, with the knuckles along the same line 
as the strings. 

4. Your wrist must not touch the face of the 
guitar — when you play it will be raised about 
3 y 2 inches. 


Classical Position 


Alternative Position 






RH from the nut 


Now study these photographs carefully for the 
right hand positions. 

Notice particularly the inverted V formed by 
the thumb and first finger of the right hand. This 
ensures independent movement by each, without 
crowding when you play. 

RH from the front 


BASIC TECHNIQUE 
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TUNING 

The first step now, of course, is to tune the 
guitar, and this presents something of a problem 
to the beginner. Do not be discouraged if your 
first attempts are not quite accurate — ease of 
tuning does come with practice. 

If you tune to a piano, consult the sketch 
below to locate the notes for each of the six 
strings. 



Guitar Pitch Pipe 



Alternatively, you can use a pitch pipe. These 
can be obtained with six separate pipes, each 
giving the tone for one of the guitar strings. 
Probably the most accurate pitch is given by a 
tuning fork. The way to use this is as follows. 
Hold the fork by the stem and give one of the 


prongs a sharp tap on your knee. While it is still 
vibrating, press the base of the stem on the face 
of your guitar so that the fork is vertical, in rela- 
tion to the guitar, with the prongs uppermost. 
The vibration is thus transferred to the wood 
of the guitar, resulting in a clear tone. 



Tuning Fork 
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BASIC TECHNIQUE 


However, it is important to note that most 
tuning forks give the note A at 440 cycles. This 
note is produced on the guitar at the 5th fret 
of the 1st string. 



Since this entails continually finding the note 
each time you adjust the string, it is less conveni- 
ent at this point than the other methods. If it 
is possible to find a fork tuned to the E given 
by the first string, open ( i.e ., without any fret 
stopped), then this may be used without diffi- 
culty and will be more accurate than a pitch 
pipe. 


RELATIVE TUNING 

Of course it is most important that the strings 
of the guitar be tuned in correct relation to each 
other. A slight error in pitch is not too impor- 
tant as long as the guitar is in tune with itself, 
and this may be done as follows: 

1. Tune the 6th (lowest) string as close as 
possible by any of the above methods. 

2. Put a left hand finger behind the 5th fret 
of this string and sound the note with the right 
hand. We have now produced a reference note 
for tuning the 5th string. Adjust the tuning key 
for the 5th string until the note of the open 5th 
string is the same as the note produced at the 
5th fret of the lowest (6th) string. 

3. When the 5th string is in tune, repeat the 
procedure by placing a finger behind the 5th fret 
of the 5th string. This gives the reference note 
for tuning the 4th string. 

4. Again, the 5th fret of the 4th string gives 
the reference note for tuning the 3rd string. 

5. With the 3rd string in tune, we now re- 
quire a reference note to tune the 2nd string. 
This is the exception. The reference note is 
found by putting a finger behind the 4th fret 
of the 3rd string, and tuning the 2nd string to 
this. 

6. Finally, the 5th fret of the 2nd string gives 
the reference note for tuning the 1st string. 
This method sounds complicated at first, but is 
not at all difficult once you have done it a few 
times. 


BEGINNING TO PLAY 

The Rest Stroke 

This stroke is the most fundamental and use- 
ful in playing successions of single notes on the 
guitar. It is also the means of developing a strong 
clear tone with the right hand, and probably the 
greatest difference between the professional and 
the amateur player lies in the use and handling 
of the rest stroke. 
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BASIC TECHNIQUE 


The movement should at first be divided into 
two stages. 

1. Preparation : The very tip of the finger 
touches the string to be played, so that the string 
is adjacent to the nail. 

2. Completion: The finger presses toward, 
and finally comes to rest on, the next string. In 
the process the nail catches the original string 
and sets it vibrating. 

The essence of this stroke is that the finger 
does not pluck out from the guitar, but comes to 
rest on the next string. Notice particularly that 
at the completion of the stroke the finger is 
curved in the same way it was at the beginning, 
and has not straightened out. Allowing the finger 
to straighten takes power from the stroke and 
can lead to a weak touch. Of particular im- 
portance is the angle of the finger in relation to 
the string. This is illustrated by the photograph 
on page 28 and the drawing on page 38. Note 
that the finger is not vertical to the string, but 
angled slightly so that the stroke is made with 
the left side of the nail as you look down on it. 



The more the angle, the less the nail will catch; 
thus for greatest attack and volume the finger 
will be more vertical, but for a softer tone it will 
be angled more. The nail itself should be shaped 
in an even curve following the contour of the 
fingertip, with no corners at the side that might 
catch unevenly on the string. 

The quality of sound depends upon the 
smoothness of the nail surface. After filing, the 
nails should be polished on the surfaces that 
strike the string with a very fine (600 grade) 
sandpaper. 

Be prepared to experiment at length with this 
stroke until a clear fullbodied tone can be pro- 
duced. The tendency of the last joint of the 
finger to straighten in completing the stroke can 
be corrected more easily as the correct muscles 
are developed; but from the start care should 
be taken to avoid this bad habit. It can later be 
hard to correct. 

In addition to the basic stroke, experiment 
with sliding the nail at a slight angle across the 
string in the direction of the bridge for a more 
delicate sound. 




BASIC TECHNIQUE 


Alternation 

An important early rule to remember is that 
successive notes are not played by the same finger 
of the right hand, but are produced by alternat- 
ing fingers, usually the index and middle. 

To play four successive notes on the open 1st 
string, follow this procedure. 

1 . Execute a rest stroke with the index finger 
as described above. After completion of the 
stroke the fingers should be resting on the 2nd 
string. 

2. Bring the middle finger down to the prepa- 
ration position on the 1st string. Then, as you 
play the note with the middle finger, raise the 
index finger clear of the strings. The middle 
finger is now resting on the 2nd string. 

3. Bring the index finger to the preparation 
position on the 1st string. Complete the stroke, 
raising the middle finger as you do so. 

4. Conclude by playing a rest stroke with the 
middle finger, raising the index finger as you 
do so. From a side view the two fingers alternat- 
ing give the impression of two legs walking, or 
more accurately climbing, a shallow flight of 
stairs. Like walking, alternation is a “feel,” 
which once acquired, becomes completely auto- 
matic. 

Naming the Fingers 

By tradition the fingers of the right hand are 
known by the initial letters of the Spanish words 
for them. 


p for pul gar 
i for indicio 
m for medio 
a for anular 


Thumb 
Index finger 
Middle finger 
Ring finger 


The little finger of the right hand is not used. 

The left hand fingers are numbered from one 
to four starting with the index. Note that this 
is not the same as the piano numbering. A zero 
sign beside a note indicates no left hand finger, 

i.e. that the string is sounded open. 



Left Hand Position 


THE LEFT HAND 

As a first exercise for the left hand try the 
following movements, which will strengthen 
and increase the stretch of your fingers. 

1. With the hand in position as above, bring 
the 1st finger firmly down just behind the 1st 
fret of the 6th (thickest) string, making the loud- 
est sound possible. 

2. Without lifting the 1st finger, hammer the 
2nd finger down behind the 2nd fret of the same 
string. 

3. Repeat the procedure with 3rd and 4th 
fingers. Remember to leave each finger on when 
it has hammered. 

4. Move to the 5th string and repeat the move- 
ments. Continue up each string in succession. 

The most important points in establishing the 
left hand position are as follows: 

RELAXED ARM AND WRIST. Do not let 
the elbow stick out — try to relax the whole arm 
from shoulder to wrist. 

THUMB BEHIND THE NECK. Do not let 
the thumb creep round from the back of the 
neck — this cramps the left hand and reduces the 
distance your fingers can reach. 

VERTICAL FINGERS. When hammering, 
each finger should come down vertically on its 
extreme tip. At first you will find this difficult 
with the 4th finger, but practice will quickly 
remedy this. 
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BASIC TECHNIQUE 


PREPARATION FOR THE NEXT LESSON 


Before approaching lesson two practice the 
following: 

1. Alternate rest strokes on the first three 
strings. Play four notes on each string evenly and 
clearly, starting sometimes with the index, some- 
times with the middle finger, and observe strict 
alternation. 

2. Give plenty of practice to the left hand 
exercise described above. You can hear your im- 


provement as the fingers gain strength and 
accuracy. 

3. Check your position carefully each time 
you sit down to play. If necessary use a mirror 
and compare your position with the photo- 
graphs. 

4. Go slowly. It is much more important to 
be accurate and methodical than to try for speed 
at this point. 



LESSON TWO 

RIGHT HAND TECHNIQUES 


After practicing the rest stroke, which is the 
principal technique for playing single melodic 
lines, it is time to learn the correct method for 
playing chords and broken chords (arpeggios). 

CHORDS 

Both chords and arpeggios start with the same 
movement — a preparatory placement of the 
thumb and fingers of the right hand so as to se- 
lect the strings to be played. 

The fingers should be on their tips and close 
to the nails. To complete the movement, the 
thumb moves forward, and the fingers come 
back in a contrary or squeezing motion to sound 
the chord. 


Chord Preparation 



These are the points to watch: 

1. The right hand does not lift from the 
guitar. In fact the whole movement can be com- 
pleted without any upward movement of the 
knuckles. 

2. When correctly played, the chord should 
have a single, harmonic sound, not a ragged 
succession of notes. 

To practice the movement, select the 6th, 3rd, 
2nd, and 1st strings. This will give a consonant 
chord on the open strings. 

ARPEGGIOS 

As stated above, arpeggios begin the same way 
chords do, with a right hand placement to select 


Chord Completion 



35 





36 


RIGHT HAND TECHNIQUES 


the correct strings. However, in an arpeggio the 
strings are played one by one, instead of to- 
gether. First, study these photographs carefully. 
Then try the movement as described below. 

1. Place the thumb on the 6th string, fingers 
on the 3rd, 2nd, and 1st. 

2. Play the 6th string so that the thumb comes 
to rest on the 5th string. Leave it there. 

3. Wihout moving the other fingers, take out 
the index finger to sound the 3rd string. This is 
a free stroke. 

4. Without moving the ring finger, repeat the 
procedure with the middle finger. 

5. Finally sound the 1st string with the ring 
finger. The finger does not come to rest but lifts 
slightly from the guitar. 

Note that this is only one form of arpeggio. 
The strings may in fact be sounded in any order, 


and after practicing the above form thoroughly, 
try some of the following combinations. 

1.6 3 2 1 2 3—6 3 2 1 2 3, etc. 

2. 6 3 2 3 1 3 2 3—6 3 2 3 1 3 2 3, etc. 

3. 6 1 2 3—6 1 2 3, etc. 

In each example use the thumb for the 6th 
string, index for the 3rd, middle for the 2nd, 
and ring finger for the 1st. 

RULES OF PLACEMENT 

For an ascending arpeggio ( i.e ., 6 3 2 1) place 
the thumb and all fingers in advance. 

For a descending arpeggio (i.e., 6 12 3) only 
the thumb and the next finger to play, in this 
case the ring finger, need to be placed in advance. 

For a combined arpeggio (i.e., 6323132 3) 
place the first ascending part of the arpeggio in 
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advance, in this case the thumb, index, and 
middle fingers. 

The completion of the arpeggio movement 
has in fact comprised two new techniques. The 
thumb executed a rest stroke, and the fingers, 
free strokes. 

IDENTIFICATION OF STROKES 
Rest Stroke (Thumb) 

The rest stroke with the thumb is used when 
particular emphasis is required in the bass. It is 
also useful (as above) to support the hand in a 
slow arpeggio. Be sure not to drive the hand 
forward in playing the thumb rest stroke. Simply 
let the weight of the thumb fall to the next string 
with muscular exertion. 


Free Stroke (Thumb) 

In fast moving arpeggios it is not necessary to 
rest the thumb where this might inhibit speed. 
In this case the thumb moves forward, after play- 
ing the note, to a position slightly above the 
strings (free stroke). This is in fact the most 
usual stroke for the thumb. Note particularly 
that the joint of the thumb does not bend in 
either rest or free stroke. 

Free Stroke (Fingers) 

In addition to the arpeggio the free stroke is 
used for tonal contrast with the rest stroke, or 
in cases where a rest stroke would damp the 
adjacent string when this string is meant to con- 
tinue sounding. This will become clear in the 
practical work of later lessons. 
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As far as possible the free stroke, as well as the Before approaching the next lesson, practice 
rest stroke, should set the string in motion in a all the movements described so far, and check 
plane parallel to the face of the guitar and not yourself with the self-test that follows, 
vertical to it, as in the following diagrams. 



Rest Stroke Free Stroke 



From the Front 
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TEST NUMBER ONE 


1 . Where is the nut of the guitar located? 

2. In relative tuning, which fret on the 3rd string gives the reference note 
for tuning the 2nd string? 

3. When the right hand is in correct position to play, what is the direc- 
tion of the line of the knuckles? 

4. Why is alternation used? 

5. What is the main use of the rest stroke with the fingers? The thumb? 

6. Where should the left hand thumb be located while playing? 

7. What is an arpeggio? 

8. In what plane should the strings of the guitar vibrate? 

9. What part of the fingers actually plays a note? 

10. Name and execute the following: 

Rest Stroke (Fingers) Rest Stroke (Thumb) 

Alternation Chord 

Free Stroke (Fingers) Free Stroke (Thumb) 

Arpeggio 




LESSON THREE 

BEGINNING TO READ MUSIC 


It is hard to overemphasize the importance of 
training yourself to sight-read well, and the rea- 
sons are clear. First, you will be able to study 
and complete a performance piece in a reason- 
ably short time, particularly before you have lost 
your initial enthusiasm for it. Second, you will 
have the additional pleasure of being able to 
read through anthologies and collections much 
as you would read a book. Third, you will be 
able to join other musicians to play duets or 
ensemble pieces. 

Guitarists are notoriously poor readers com- 
pared to other instrumentalists. They tend to 
learn pieces by laboriously working them out 
measure by measure, attempting to memorize as 
they go. If you can avoid this trap you will 
progress much faster in the long run, and be- 
come a better all-around musician. 

TWO RULES 

Perhaps the two most important rules to re- 
member are these: 

1. Learn to count as you read. 

2. Keep your eyes on the music , and do not 
look back at your left hand. 

MUSICAL NOTATION 

Standard musical notation for both the guitar 
and other instruments consists of notes drawn on 
five lines and enclosing four spaces, known as a 
musical staff. Each line and each space represents 
one note in the musical spectrum, and the posi- 
tion of the staff in the over-all range of musical 
notes is indicated by a “clef sign,” so that as a 


result the notes on any given staff always come 
in the middle range of the instrument for which 
the staffs is usually used. 


Clef Sign 



Music for the guitar is written in the ‘treble 
clef as indicated by the sign above. The notes 
of the treble clef are: 



E F ' G A B C DE 


They are easily learned by separating the lines 
from the spaces. 


Lines 



E G B D F 


Spaces 



FACE 


Obviously the staff does not contain enough 
notes for the full range of the guitar, so addi- 
tional notes are added by drawing lines above 
and below the staff. These are known as “ledger 
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lines.” The diagram below shows the complete 
range of the guitar, with ledger lines drawn 


where necessary. 

n a R r* n F 



FGABCDEFG 



ABODE FGAB 



Note that only the letters A to G are used in 
naming the notes, and that each letter therefore 
reoccurs every eighth note. The interval from 
any note to the next one of the same letter is 
known as an “octave,” and your ear will recog- 
nize that notes having the same letter have a 
similarity, although separated in pitch. 

TIME AND COUNTING 

The duration of each sound is indicated by 
the type of note drawn on the line or space. Here 
are the most common notes: 

J Quarter note (crochet) 1 count 

J Half note (minim) 2 counts 

J. Dotted half note (dotted minim) 3 counts 
° Whole note (semibreve) 4 counts 


Notice that the duration is given in counts, 
not in absolute time (such as y 10 second, etc.). 
There is no fixed time period for a given symbol, 
since we count faster or slower according to an 
indication (tempo marking) at the beginning of 
a piece. What is fixed is the relationship between 
the notes, so that whatever the speed of our 
count, the half note will last twice as long as the 
quarter note, the whole note four times as long, 
etc. 

For convenience, music is divided into short 
sections known as bars or measures, indicated by 
vertical lines and containing a fixed number of 
counts. This number is also indicated at the be- 
ginning of the line and is known as the “time 
signature.” Here are some examples: 


(a) (b) (c) 



The upper number gives the number of 
counts in each measure, the lower number the 
type of note that receives one count. In the first 
example (a) each measure will receive four 
counts, each count indicated by one quarter note. 

In the second example (b) each measure will 
contain three counts, each indicated by one 
quarter note. The third example (c) also gives 
three counts to each measure, but here each 
count is worth a half note. 

To relate this to the guitar, try playing and 
counting the following on the 1st string open, 
using alternating rest strokes with the right 
hand. 


Exercise 1 

i m i etc. 



Exercise 2 


m i m etc. 
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Exercise 3 



NOTES ON OPEN STRINGS 

Now let us learn the first three open strings 
of the guitar, and try the exercises in note recog- 
nition and counting. Remember particularly to: 

1. Go slow but keep the count even. 

2. Count and play simultaneously. 


In exercises 5 and 6, and in many of the exercises that follow, the lower 
staff is an accompaniment part for the teacher. It will be found that the exer- 
cises sound more interesting musically when played as duets. 


Exercise 5 



Exercise 6 
I 



THE UPPER THREE STRINGS 



1st string 2nd string 3rd string 
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THE LOWER THREE STRINGS 


Now add the remaining strings, and be sure that all the open strings are 
thoroughly memorized before continuing to the next lesson. Use the thumb 
on the lower three strings, fingers on the upper three as indicated at the 
beginning of exercise 8. 
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ARPEGGIO EXERCISES FOR DAILY PRACTICE 

Start slowly and increase speed only when each note is clear and even. Each 
pattern is slightly more difficult than the one before, so practice each one 
thoroughly before moving on to the next. 


Exercise 12 



p imimap imima 


Exercise 13 





LESSON FOUR 

NOTES ON THE FRETS 

The purpose of the next lessons is to learn as should be taken to play on the extreme tips of 

thoroughly as possible the notes of the first four the left hand fingers. It is important to form this 

frets of each string. It is a mistake to try to hurry habit from the beginning. It is equally impor- 
this stage, and the exercises should be repeated tant to play very close to the frets — it should be 

until they can be played without a break in the possible just to feel the side of the fret with the 

tempo. fingertip. 

COMMON TIME AND INCOMPLETE 
MEASURES 

The C at the beginning of exercise 16 is an 

abbreviation for common time or -4-. 

4 

Exercise 21 begins with an incomplete meas- 
ure. This is quite common, the convention being 
that the last (part) measure and the first together 
total one complete measure. In order to begin 
with the correct count calculate back from the 
measure line. In this case the initial count must 
be “four/’ To balance this the last measure ends 
on “three.” 


Exercise 16 



FINGERING 

Unless otherwise indicated be careful to use 
the 1st finger for the 1st fret, 2nd for the 2nd fret, 
etc. On the right hand continue to use rest 
strokes with the fingers, free strokes with the 
thumb. 

NOTES ON THE FIRST STRING 


E F G 



After playing these notes over a few times to 
memorize them, try the following exercises. Care 
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Exercise 20 
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NOTES ON THE FRETS 


An important point of technique is that it is As a general rule it is easier to find a note 
often not necessary to take a left hand finger when at least one finger is already on the finger- 

away when moving to a higher note on the same board since this finger holds the left hand in 

string, as may be seen by playing this example. position. 

NOTES ON THE SECOND STRING 

Now learn these notes on the 2nd string, and 
try the practice exercises below. 

Note that special care is needed when coming 
In the above the 1st finger, after playing the from the 1st string to the D on the 2nd string. 

F, should remain on the string for two reasons: Although difficult at first, it soon becomes easier 

1. It is easier to put the 3rd finger on the G with practice, 
when the 1st finger is in place. 

2. The 1st finger is in position for the F at 
the end of the measure without having to move. 


Exercise 22 
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EXERCISES FOR DAILY TECHNIQUE PRACTICE 

As before, practice slowly with clarity, then increase speed. Note that the 
thumb is sometimes (though not customarily) used on the 3rd string. 


ARPEGGIOS 
Exercise 32 



ALTERNATION AND SCALES 
Exercise 35 


mimimimimimimimi m 



Exercise 36 

imim imim i m i m imim imim imim imim imim 




LESSON FIVE 

NOTES, RESTS, AND TIES 


This lesson adds notes on the 3rd and 4th 
strings to those already learned. Practice all the 
exercises aiming at producing a clear sound and 
even timing. 


NOTES ON THE THIRD STRING 

; ' 

Open 2nd fret 

NOTES ON THE FOURTH STRING 



D 


— o 

Open 


E F 

— o ° 

2nd fret 3rd fret 


Exercise 37 
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NOTES, RESTS, AND TIES 


Exercise 38 



* f f f r f. if * fdLTJpTr 



RESTS TIES 


Each period of silence in music must be as A note may be sustained from one measure to 
accurately indicated as a note. The silence is the next by use of the “tie” sign. The first note 

known as a rest, and the rests are named like only should be played, but it is held for the 

notes of similar time value. total duration of the two notes. 


Whole note rest 

(o) 

Half note rest 

(J) 

Quarter note rest 

(J) 


Exercise 39 

0 2 3 2 



In the above example the F is played on the 
count of four and held through the first count 
of the next measure. 


o 


2 3 3 2 o 
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In the succeeding exercises it is suggested that you count them through 
first. Then try to count and play simultaneously. In exercise 40 use arpeggio 
technique — free strokes with the fingers. 


Exercise 40 
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In exercise 46 pay particular attention to the right hand fingering. The 
ring finger (a) is introduced in places where the simple alternation of i and 
m would be awkward. 


Exercise 46 

m i a m i mi m i a m i a m i a m i m i m 



mi m i m imia mimi mi 
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Exercise 47 



ARPEGGIO PRACTICE 

Leave the left hand fingers on the strings whenever possible; for example, 
in the second line below leave the 2nd and 4th fingers in position for the 
first five measures. When the pattern has become familiar, the right hand 
may be varied as shown in exercise 49. 

Exercise 48 

zjft q "p = | 7 f 

pim pim pim pim 
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Exercise 49a 


i m i 1 m i 


etc. 


r - ' T T ' a r--i^-F-4 M r r r i J r r r Lj r r r U r r r U M 




Exercise 49b 


m l m 


etc. 
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LESSON SIX 

MORE ADVANCED COUNTING 


FASTER NOTES 

Notes that are faster than quarter notes are 
drawn by adding one or more tails to the quar- 
ter note symbol. Each tail reduces the duration 
of the note by half. 

Equivalent rest 




Eighth note 


7 


J 


Sixteenth note •) 

Thirty-second note $ 


Succeeding notes of this sort may have the tails 
joined together thus: 





Eighth Sixteenth Thirty -second - 

notes notes notes 


COUNTING EIGHTH NOTES 

Since the eighth note occupies only one half 

of one count in common time, it is necessary 

to “split” the count. The most usual way to do 
this is to insert an and between the number 
counts. 


12 3 4 

Quarter notes J - J J m 


Eighth notes 


1 & 2 & 3 & 4 & 


— 

^ — 1 

h — 

S — I 

s — I 

K — 1 

s — 1 

h — Nil 

-J 

^ — ■ 

J 



P=3 


p=# : 


Note that the number counts do not vary in 
speed, the ands are simply inserted between 
them. 


1 2 & 3 4 1 & 2&34 


* 


1 & 2 3 & 4 1 & 2 & 3 4 


The following exercises should be practiced 
until they can be played in correct rhythm with- 
out pauses. Where necessary the exercises should 
be counted out loud before playing, and then 
every effort should be made to count and play 
simultaneously. 

In exercise 51 the incomplete measure starts 
on a half or and beat. The commencing count 
will be and jour and. Both exercise 51 and 52 
should be studied well as they appear again in 
lesson eight harmonized in two parts. 
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MORE ADVANCED COUNTING 


Exercise 50 

(Folk song) 



Exercise 52 
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Exercise 52 (continued) 
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Exercise 53 
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Exercise 54 
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Remember to place all the fingers on the strings before starting the 
arpeggio in exercise 56. When the thumb plays, i, m, and a remain in posi- 
tion. When i plays, m and a remain in position until their turn to play. If 
this seems unclear, refer to the section on arpeggio practice, page 60. 


Exercise 56 



F& 




nTJ i 


H 
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For the arpeggio in exercise 57 only the thumb and ring finger ( p and a) 
are placed in position before starting. 




LESSON SEVEN 

NOTES AND REVIEW 


This lesson completes the first stage of note plex, and sharps and flats are introduced, so it 
learning by adding the 5th and 6th strings. In is important before moving on to be very sure 

the next lessons the counting becomes more com- of the given notes. 

NOTES ON THE FIFTH STRING NOTES ON THE SIXTH STRING 




Exercise 58 



Exercise 59 

(Folk song) 
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NOTES AND REVIEW 


Exercise 60 


Thumb throughout 



This is a good point to review what you have 
learned so far. If you have fallen into any of the 
traps listed below, now is the time to correct 
them, before they become fixed habits, which 
are hard to unlearn. 

TECHNIQUE AND POSITION 

When you sit down to play, do you make a 
conscious effort to assume a correct position? 
It helps to have a specific place where you prac- 
tice, with a chair and footstool of the right 
height and a music stand with the music on it 
and ready. 

Are you keeping your thumb behind the neck 
of the guitar? If not, you are having unnecessary 
difficulty in stretching out the fingers. 

Are you playing right on the tips of the left 
hand fingers? If you are, they were probably 
uncomfortable for a week or two, but this should 
be wearing off now, and you have formed a cor- 
rect habit. This becomes more important as 
more chords are introduced. 

When you play with the right hand, does your 
wrist touch the face of the guitar? Do you rest 
one of your fingers on the face of the guitar? If 
the answer is yes to either of these, you are limit- 
ing the use of your right hand and should correct 
the habit before it becomes a serious problem. 
.Remember that for security the thumb may rest 
on a lower string. 


Are you constantly repeating the same finger 
with the right hand? You probably are, but from 
now on make a conscious effort to alternate the 
fingers to increase your speed and ability. 

MUSIC READING 

Have you made a conscious effort to memorize 
all the notes so far? Remember that there are 
many more to come, and you do not want to be 
held up by having to look back. Particularly be 
sure of the lower notes on the ledger lines below 
the staff. These are usually neglected, causing 
problems when chords are introduced. 

Are you watching your left hand when you 
read music? If so, you are constantly losing your 
place and, consequently, the continuity of what 
you are playing. Make a real effort to play by 
touch when you sight-read — you will be sur- 
prised at the result. 

Are you finding the notes before you make any 
effort to count the time? If so your learning is 
slower than it need be. Remember, count while 
playing, and before if this helps. 

To complete the notes on the lower strings 
and for your own recreation here is a study 
based on a famous theme by the Spanish com- 
poser Albeniz. This is the first real solo, and 
the study notes should be read carefully, as 
they are designed to help you through the 
difficulties. 
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STUDY NOTES FOR SPANISH STUDY 
The right hand fingering given in the first 
measure continues until otherwise indicated. In 
the same way the left hand fingering is demon- 
strated only at the beginning and where it is 
unusual. This makes you read notes rather than 
fingers, which speeds up your recognition and 
memorization of the new notes. The melody lies 
in the bass. The upper E is open and does not 
change, so full attention can be given to the 
thumb notes. 


A At this point the pattern changes, three 
eighth notes occupying the time of one quarter 
note. This is known as a “triplet,” and may be 
counted one-and-a two-and-a three-and-a etc. 

The main counts do not vary, the one-and-a 
occupying the same length of time as the one-and 
in the previous measure. 

The 2nd finger remains on the A for the rest of 
the piece. Follow the fingering for the other 
notes. 


SPANISH STUDY 

Free stroke throughout 

m m m m m m 






LESSON EIGHT 

COMPLETION 
OF THE FIRST POSITION 


The notes we have learned so far are those of 
the white keys of the piano. In between lie the 
black key notes obtained by sharping (raising 
by a half tone) or flatting (lowering by a half 
tone) the main notes. 

SHARPS AND FLATS 

The musical interval from one fret to the 
next is one half tone. This makes it easy to find 
any sharp or flat note since it is only necessary 
to go up one fret for the sharp, down one fret 
for the flat. For example, C is found at the 1st 
fret of the 2nd string. C sharp (C#) is found at 
the 2nd fret. Similarly G is found at the 3rd 
fret of the 1st string, G flat (Gj^) at the 2nd fret. 

Note that the same fret can be considered as 
the sharp of the note below or the flat of the 
note above. The reason for this is considered 
later, under the theory of scales. 

Now to add variety to the exercises here are 
the complete notes of the first position on 
facing page. 

Note carefully the ways that sharps and flats 
are indicated in the music. 




r *r--f — Ml 

t r r - tee! 


A sharp or flat sign not only affects the note 
against which it is drawn, but also every other 
note of that letter which follows in the same 
measure. In both the above examples the last 
note of the measure is C#. 

NATURAL SIGNS 

To cancel out a sharp or flat sign a natural 
sign must be used (fc|). 




M 

m 





1=^=1 


In both cases the final C is natural. 

KEY SIGNATURES 

When all of a certain note or notes are to be 
altered in a piece, this is written at the beginning 
of the line and is known as the key signature. 

P - 

The above indicates that all F * s and C’s must 
be sharped, whatever octave they are in. 
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NOTES IN THE FIRST POSITION 
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Exercise 61 
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Exercise 62 



Exercise 63 
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COMPLETION OF THE FIRST POSITION 


STUDY NOTES ON MALAGUENA 

This study is based on a form of song and 
dance from Malaga. It should be accurate rhyth- 
mically, and the final tempo should be fairly 
brisk. 

If you have a metronome, set it to 138 and 
the click will give you the time for each quarter 
note. Conventionally this is written J =138. 

In the first measure, place both the E and the 
G# with the second and first fingers of the left 
hand before starting to play. This way it will not 
be necessary to move the left hand at all for the 
first two measures. In the third measure leave 
the second finger on the A , so that it is ready 
for the first note of the fourth measure. 





LESSON NINE 

INTRODUCTION TO CHORDS 


The basic technique of chords was explained 
in lesson two, which should be thoroughly re- 
viewed before continuing. 

Now that notes of the first position have been 
learned it becomes possible to play chords from 
the music, and to practice changing from one to 
another. Any two notes sounded together form 
a chord, and the component notes of the chord 
are written on top of each other, aligned ver- 
tically: 


r 


When two notes are adjacent it becomes neces- 
sary to offset one of them, but all the notes are 
still sounded simultaneously: 


Vocal music is often published with a simpli- 
fied notation of chords for the guitar. A box is 
drawn representing part of the fingerboard of 
the guitar, nut uppermost, and dots show the 
placement of the left hand fingers: 



This system is not recommended to the soloist, 
since it conveys nothing of what the right hand 
should do. Like all simplified systems is has its 
drawbacks, and is illustrated here only for the 
purpose of completeness. 

The common chords of the guitar will soon 
become familiar as they recur, and a selection 
is given in the exercises that follow. Practice 
sounding the notes exactly together, so that they 
are heard as a single sound. 
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INTRODUCTION TO CHORDS 


Exercise 70 (continued) 
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LESSON TEN 

MUSIC IN TWO LINES 


Now that you have learned the main prin- 
ciples of reading and have practiced them on 
single melodic lines, chords, and arpeggios, it is 
time to approach music in more than one part 
in which the lines move independently. In prac- 
ticing the chords in lesson eight a start was made 
on playing music in more than one part, but in 
that lesson each note of the chords had the same 
duration. In the following sections it will be 
seen how it is possible to combine melody and 
harmony to form a complete piece of music. 

THE CONCEPT OF VOICES 

Historically the development of polyphonic 
(multi-line) music is closely associated with vocal 
music, and even today the different lines are 
often referred to as “voices” although the music 
is to be played on one or more instruments. 

The concept of voices helps to explain why 
each line must be fully accounted for even 
though silent: That is to say, the sum of notes 
and rests must equal the time-value of the meas- 
ure for each voice. 


Example (a) is incorrectly written. The lower 
voice is unaccounted for during two of the four 


beats. Example (b) is correct, showing with rests 
that the second line or voice enters after one 
silent beat and is silent for the final beat of the 
measure. 

COUNTING TWO LINES 

Counting more than one line of music should 
not present undue difficulty, provided that care 
is taken to see on which beat of the measure 
each note is to fall. Consider the following 
example: 



The trap not to fall into is counting three 
beats on the first G before playing the F. Here 
is the way to consider it: 

1. The G starts the measure, and therefore 
must fall on the first beat. 

2. The upper voice has a rest for one beat 
only, therefore must enter on the second beat. 
The G must continue sounding since it lasts for 
three counts. 

3. The high G falls on the third beat, with 
the low G still sounding. 

4. The chord formed by F and G falls on the 
fourth beat. 
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MUSIC IN TWO LINES 


MINIMUM MOVEMENT PRINCIPLE 

Now try these exercises in two lines. Remem- 
ber the technique for chords — free stroke with 
thumb and fingers. In changing from one chord 
to another with the left hand always take the 
shortest path for the fingers. This is the mini- 
mum movement principle. It is a basic part of 
left hand technique. 

Notice that there are certain changes in finger- 


ing as chords are introduced. The left hand fre- 
quently uses the 4th finger at the third fret 
where this is more comfortable, while the right 
hand frequently repeats the same finger on suc- 
cessive chords instead of alternating as with 
single notes. 

Naturally it is more difficult to read two lines 
than one, and at this point accuracy is more 
important than speed. 
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MUSIC IN TWO LINES 


Exercise 76 (continued) 
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LESSON ELEVEN 

LIGADO TECHNIQUES 


Smoothness and continuity in playing can be The effect is to join the sound of the two notes 
improved by use of a technique known as the in a closer way than can be done when each is 

ligado or slur. Different rules apply, according played by the right hand. (In Spanish, ligar 

to whether the music is going up or down in means “to bind/’) 
pitch, so let us consider separately the ascending Now consider these examples, 
and descending ligado. 

ASCENDING LIGADO 

Two or more notes may be joined by the 
ligado sign, a curved line, which in the music Example (a) follows the same rule, except that 
looks like this. the first note is not an open string, so the first 

finger must be in position. The right hand plays 
the C, then the 3rd finger of the left hand ham- 
mers down to sound the D. 

To play the above here is the procedure. In example (b) the right hand plays the open 

1. Play the B in the normal way. B, then both the C and the D are hammered by 

2. Hammer down the 1st finger of the left the 1st and 3rd fingers respectively. 

hand to play the C. The right hand does not Always hammer so that the finger comes down 
play. on its extreme tip vertically to the fingerboard. 
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LIGADO TECHNIQUES 


DESCENDING LIGADO 

The descending ligado is written musically in 
exactly the same way. 

(a) (b) 


For (a) the procedure is as follows: 

1. Play the C in the normal way. Leave the 
left hand 1st finger on the string. 

2. With the left hand 1st finger pull sideways 
off the string to sound the open B. 

To execute (b): 

1. Place both 3rd and 1st finger of the left 
hand in position on the D and C respectively. 

2. Play the D in the normal way. 


3. Pull the 3rd finger sideways so that it plucks 
the string and sounds the C. 

Note particularly that the 1st finger must re- 
main firmly in position throughout, anchoring 
the string so that it is not pulled out of place by 
the 3rd finger when it plucks. 

The descending ligado requires repeated prac- 
tice at first. The left hand finger which plucks 
should start on its extreme tip, so that the pull- 
off motion can be achieved without great effort. 
The pressure should be concentrated on the 
lower finger, which is anchoring the string. 

When more than two notes are joined by the 
ligado sign, the first is played by the right hand, 
all remaining notes by the left hand using the 
above technique. 

Now try these exercises very slowly and me- 
thodically. 
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LIGADO TECHNIQUES 
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PATTERNS FOR DAILY PRACTICE 
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LESSON TWELVE 

DOTTED NOTES 


To be able to learn more interesting and 
varied solos, it is necessary to learn to count 
more complex time. One of the main hurdles to 
be crossed at this point is the counting of dotted 
notes, and the section below should be studied 
very thoroughly before proceeding to the exer- 
cises. 


COUNTING DOTTED NOTES 

A dot after any note increases the time of that 
note by half again. When the count is in quarter 
8 4 

notes ( i.e -j- j- etc.), it has already been seen 

that the half note lasts for two counts, the dotted 
half note for three counts, representing an in- 
crease of half the value of the half note, i.e., one 
count. 


The Dotted Quarter Note 

The dotted quarter note follows the same rule, 
and lasts for one count plus one half count. Per- 
haps the easiest way to see this is to compare the 
dotted quarter note with an equivalent number 


of eighth notes, since we have already learned 
that they occupy a half count. 



Both lines occupy the same length of time, one 
and a half counts. The eighth notes would be 
counted one and two, and so the dotted quarter 
note should be sustained for the same count. 

In the time signatures under consideration the 
dotted quarter note is usually followed by an 
eighth note, giving a characteristic lilt to the 
rhythm. This can be seen by playing and count- 
ing the familiar tune Greensleeves. 


3 123 1 & 2 & 3 123 1 & 2 & 3 



When you are experienced in counting the 
dotted quarter note, the and between the one 
and two may be omitted. 
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DOTTED NOTES 


Exercise 89 


DOTTED NOTES 
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Exercise 91 

(Folk song) 
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TEST NUMBER TWO 


1 . Find these notes on the guitar 

On the 1st string F# 

On the 2nd string D 

On the 3rd string 8 

On the 4th string F 

On the 5th string C# 

On the 6th string G# 

2. Mark the above notes on the staff provided. 



3. 

4. 

5. 

6 . 

7. 

8 . 
9. 


Explain how, in — time a note may be written to last five counts. 

What is the symbol for an eighth note rest? 

What is the musical interval from one fret to the next. 

How is the ligado indicated in music? 

What are the rules for the descending ligado? 

What is the minimum movement principle? 

Write under the staff where each beat of the measure falls in the 
following example. 


I* a % J J T J J j t^ °j 'fhj. 
^ fjf? 7 'Dr°r > 


10. Play the above in correct time. 

1 1 . Explain the rules of arpeggio technique. 

12. Play the daily technique exercises you have memorized. 
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FIVE PIECES WITH STUDY NOTES 


STUDY NOTES FOR GREEN SLEEVES 
Anonymous 

The principal technical purpose of this piece 
is to improve your ability to handle two-note 
chords. Practice first for completely simultaneous 
sounding of the two notes. Later, when the piece 
is familiar, you may experiment with a rest 
stroke on the upper note to bring out the 
melody. This is facilitated by sounding the lower 
note a fraction before the upper one, producing 
a slight arpeggiation of the chord. This should 
not be overdone, and in this piece would be the 
most satisfactory on the first beat of the measure, 
which carries a slight accent. 

A At this point the 2nd finger has to jump 
from the 3rd to the 4th string. Practice this 
movement until a smooth transition can be 
made. 

B In this measure the 4th finger should reach 
out for the T# without any change of position 
of the thumb and hand. To ensure this, leave the 
1st finger on the G# throughout the measure. 






DOTTED NOTES 


STUDY NOTES FOR ETUDE 
by Ferdinando Carulli (1770-1841) 

This piece affords a good opportunity to prac- 
tice arpeggio technique. Aim for an even, flow- 
ing tempo, with an eventual metronome speed of 
about J = 96. 

A At this point place both 1st and 2nd fingers 
of the left hand. With the right hand place p, i, 
m, and a in preparation for the arpeggio move- 
ment. 

B Place 2nd and 4th fingers simultaneously to 
prepare the B and D. 

C Finding the D# accurately with the 4th 
finger presents the main difficulty of this piece. 
Keep the finger as vertical as possible to avoid 
touching the open E string. It should not be 
necessary to move the whole hand to reach the 

D #. 


Repeats 

The sign HI indicates a repeat from the 
beginning or from a similar sign pointing the 
other way Je= . The term D.C. is an abbrevi- 
ation of Da Capo, meaning “from the begin- 
ning.’’ A1 Fine means to the point marked fine , 
or end. When playing Da Capo it is customary 
not to make the repeats that occurred on the 
first playing. Thus in this piece each eight-meas- 
ure section should be repeated until the D.C. 
sign is reached. It should then be played from 
the beginning to the fine sign, without repeats. 
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ETUDE 



106 


DOTTED NOTES 


STUDY NOTES FOR ALLEGRETTO 
by Frederick M. Noad 

This piece illustrates the importance of atten- 
tion to right hand fingering, since it can be easy 
or difficult according to whether this fingering 
is followed or ignored. Although somewhat un- 
popular at this stage, particular attention should 
be given to the a finger indications, which will 
result in much greater smoothness after the nec- 
essary practice. Aim for an eventual speed of 
about J = 1 20 and a light-hearted style. 

A Prepare the two C’s with the left hand before 
commencing. 

B This is an unfamiliar stretch for the left 
hand at first, but it comes quickly with practice. 
C Be sure to use arpeggio technique here — rest 
strokes are much too cumbersome in this situ- 
ation. 

D Leave the 2nd finger on the E in preparation 
for the E and G# in the next measure. This 
makes the chord much easier to find. 
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STUDY NOTES FOR STUDY IN LIGADOS 

This study is intended as a thorough practice 
of ligado technique. It will also demonstrate that 
ligados can simplify rather than complicate a 
piece. After practicing it for some days, try play- 
ing it through without the ligados and notice 
how much harder it is to attain a lively speed. 

A Remember to leave the 3rd finger on the C, 
so that it sounds throughout the measure. 

B Leave the 1st finger on in preparation for 
the C in the next measure. 

C Remember to be right on the tip of the little 
finger here and in similar situations, so that the 
pull-off movement can be achieved without 
forcing it. 


STUDY NOTES FOR SARABAND 
by Robert de Visee (1686) 

This piece introduces fuller chords and more 
advanced movements for the left hand. Aim for 
a rich, full sound, and be careful to sustain the 
chords for their full time value. At this period 
the Saraband was a slow, stately dance, to be 
played with grandeur and feeling. 

Two-note chords may be slightly arpeggiated, 
as in Greensleeves, and here provide a good 
contrast to the fuller chords. 

A Leave the 3rd finger on the A in preparation 
for the first chord of the next measure. 

B Extra practice is needed here to make a 
smooth transition to the chord in the next 
measure. 

C The wavy line indicates that the chord is to 
be arpeggiated. This can be done by sweeping 
the thumb across all the strings. Note that, when 
chords are involved, the rule of 1st finger 1st 
fret, 2nd finger 2nd fret, etc., is frequently aban- 
doned, and the 4th finger is frequently used at 
the 3rd fret. 
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MEMORIZATION 

To play a piece with complete accuracy and 
confidence it is almost essential to commit it to 
memory. This enables you to watch your left 
hand and check that the fingers are right up to 
the frets. It also prevents any division of concen- 
tration between the score and the instrument. 

WHEN TO MEMORIZE 

Since memorization of a piece makes it so 
much easier to play, many people fall into the 
trap of starting to memorize too soon. For in- 
stance when first approaching a piece they will 
work out the time and notes for one measure, 
or perhaps two, and then repeat them until a 
left hand pattern is established. Then they con- 
tinue laboriously to the next measure or two 
and repeat the procedure. The danger here is 
twofold. First, no over-all idea of the piece is 
acquired to give continuity from one section to 
another. Second, the music is abandoned so 
quickly that there is no visual memory of the 
score, and the notes become so meaningless that 
a person who has studied a piece this way cannot 
go back to the music when he has a memory 
lapse, since it looks like new material. I have 
encountered this problem so often, particularly 
with self-taught players, that I would emphasize 
heavily the following rules. 

Learn to play a piece from beginning to end 
with absolutely correct fingering and with com- 
plete continuity ( however slow) before commit- 
ting it to memory. 

HOW TO MEMORIZE 

The most secure memorization is achieved not 
only by remembering what the fingers do and 
the shapes and patterns formed on the finger- 
board, but also by retaining a visual memory 
of the score. This is difficult for the beginner at 
a time when scores are only partly meaningful 
by themselves, but the formation of good habits 
at this stage will pay tremendous dividends later 
on. Here is the suggested procedure. 

1. Assuming that you have played the piece 
all the way through a number of times with the 


music, start at the beginning and see how far 
you can go without the score. 

2. When you have to stop, find the place on 
the music where you finished, and without play- 
ing see if you can recognize a few more measures. 

3. Put the music away. Now start again, and 
see how much farther you can go. When you 
stop, repeat the above procedure. Remember 
that just playing on from the music is not help- 
ing you to memorize. 

One or more of the pieces in the previous 
section should be completely memorized before 
continuing to the next lessons. 

DAILY EXERCISES 

A routine of daily technique exercises is valu- 
able both for what it achieves and also for what 
it eliminates. A few carefully chosen exercises 
can replace hours of repetition of old lessons, and 
are the safest guarantee of technical advancement 
on the instrument. The clearest endorsement 
of this theory is given by the following true story. 

A very famous concert guitarist, whose name 
is today a household word, was conscripted into 
the army. Afraid of losing his technique, he 
evolved an exercise routine covering the main 
aspects of playing, which could be completed in 
forty minutes — the maximum time he felt sure 
of being able to secure daily without fail. After 
two years of military service he found that he 
had not only maintained his ability to play, but 
actually improved it. As he said afterwards, tech- 
nique seldom stands still — it either advances or 
retreats. 

A short routine for the player at the present 
stage is suggested below. If it is followed con- 
scientiously each day, there is no need to repeat 
the former lessons. 

The exercises are written in the first position 
since these notes are now familiar, but it is im- 
portant to follow the instructions about using 
the other positions on the fingerboard as a 
preparation for more advanced playing. The 
patterns are easy to memorize, and this should 
be done as soon as possible so that the main 
concentration can be on the hands. 
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COORDINATION AND PRACTICE OF REST AND FREE STROKES 


Exercise 93 



Do not be confused by the number of sharps; 
the progression of notes is simply demonstrated 
by the finger numbers, which in this case coin- 
cide with the fret numbers. 

After playing the above, slide the 1st finger 
up to the 2nd fret and repeat the pattern. Con- 
tinue up the fingerboard, starting the pattern 
on each fret up to and including the 9th. Then 
repeat exactly the same procedure on the 2nd 
string, and finally on the 1st. 

With the right hand, using first the rest stroke, 
practice alternating the fingers. After the simple 
i m and m i combinations, continue to the more 
difficult i a and finally m a alternations. The 
change may be made to a different alternation 
when moving to another string. 

Speed is not important at first. Concentrate 
more on evenness of tone quality and rhythm 


and correctness of technique and position. When 
starting the first string try to imitate the thicker 
tone quality of the 3rd and 2nd strings, remem- 
bering that the 1st string can sound tinny if care 
is not taken with the stroke. 

After thorough practice with the rest stroke, 
change to the free stroke, but try to imitate the 
full tone quality of the rest stroke. 

With the left hand, check that the fingers are 
as vertical as possible to the fingerboard. Pay 
particular attention to the little finger, which 
must stop the string on its tip, not on its side. 
Check that the fingers are right up to the frets. 

This is a very comprehensive exercise if used 
the right way. Just playing the notes is not 
enough to improve technique; the important 
thing is to execute the movements as perfectly 
as possible. 


ASCENDING LIGADO (SLUR) 


Exercise 94 
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The basic pattern is shown above, but note 
that the exercise begins at the 9th fret of the 
3rd string. The reason for this is that the frets 
are closer together in the higher position, making 
it easier to do the movements perfectly. After 
running through the pattern in that position, 
slide down one fret to the 8th and repeat; then 
continue at each fret down to the 1st. Complete 


the exercise by doing the same thing on the 2nd 
string, then the 1st. 

The right hand should practice alternation; 
use a simple pattern at first so that the main 
concentration can be on the left hand. 

For the left hand it is important, as before, 
to watch out for the verticality of the fingers and 
good general position. 
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DESCENDING LIGADO 


Exercise 95 



It will be noticed that the pattern for the When practicing the slur, particular care 
descending ligado is the same as the previous should be taken with the left hand. Be sure to 

one but in reverse. The initial position is the pull the string down with the finger completing 

same, the first slur being on the 3rd string from the movement on the fingerboard, not lifted into 

the 10th to the 8th fret, and the progression is the air, so that the ligado firmly binds the 

as before. notes together. 


ARPEGGIOS 

If the slur exercises have been practiced con- 
scientiously, the left hand will be ready for a 
rest, so simple chords may be used for the ar- 
peggios, allowing concentration on the right 
hand. 

The number of possible arpeggios is enor- 
mous. In his Opus 1 the nineteenth-century 


composer Mauro Giuliani gave 120 examples in- 
tended for daily practice, but obviously it would 
be excessive to do this many when a few will 
achieve the same result. The patterns given 
below should be sufficient at this stage to ensure 
improvement and muscular development of the 
right hand. 
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LESSON THIRTEEN 

THE SECOND POSITION 


So far we have confined our attention to the 
notes of the first four frets, known as the first 
position. The positions are numbered in ac- 
cordance with the location of the left hand on 
the fingerboard by the lowest fret within reach 
of the 1st finger. For example, the second posi- 
tion embraces all the notes from the 2nd to the 
5th fret on each string, the fifth position all the 
notes from 5th to 8th fret. 

LEARNING THE SECOND POSITION 

To complete the second position it is only 
necessary to learn the six notes of the 5th fret. 

A A D G (3) © ® 

4 - o “ 

® C E A 

The number in the circle indicates the string. 
Make a careful note of this way of identifying 
strings, which now becomes important. 

It will be noticed that with one exception (the 
high A) these are all notes that have already been 
learned in another location. You may wonder 
why it is necessary to learn the same note in 
another place. There are two good reasons. First, 
to avoid unnecessary movement of the left hand 
up and down the fingerboard, it is often more 
convenient to use one of these “duplicate” notes 
than to go back to the 1st position. Second, there 
is a distinct difference in tone between the same 
notes played on different strings. For example, 
play the E on the 1st string open. Then play the 
same note at the 5th fret of the 2nd string, and 
notice the difference in quality. 


GUIDE FINGERS 

There are various ways of changing from one 
position to another, one of the smoothest and 
most convenient being the use of a “guide fin- 
ger.” What this means is that after playing a note 
in one position, the left hand finger slides with- 
out leaving the string to a fret in the new posi- 
tion thereby guiding the whole hand to the new 
location. 



In the above example the 1st finger moves 
smoothly from the G# to A taking the hand into 
the second position. As it moves, the left hand 
thumb moves with it behind the neck to take up 
a position behind, or slightly ahead of, the 2nd 
fret. 

Any finger may be used as a guide. 



In the above, the hand starts in the second 
position (indicated by the fact that the 1st, and 
not the 2nd, finger is on the A). The 4th finger 
by sliding down to G#, re-establishes the hand in 
the first position. Note particularly that the 
thumb must move as the 4th finger slides. 

In the following exercises be sure to decide 
clearly which position the hand is in and where 
the changes take place. 
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THE SECOND POSITION 


Exercise 115 
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THE SECOND POSITION 


Exercise 120 



LESSON FOURTEEN 

MUSICAL INDICATIONS 


At the same time as the notes are memorized Moderato 
it is important to become familiar with the other Allegro 
conventional signs which appear in written Vivace 
music. Presto 


Moderate speed Moderate 
Fairly fast Gay 

Brisk Lively 

Fast Fast 


DYNAMIC MARKINGS 

The normal indications of volume are abbrevi- 
ations of Italian words. The commonest of these 
are shown below. 


Indication 

P 

f 

cresCy or 
dim , or 


Italian word 
Piano 
Forte 

^ Crescendo 
Diminuendo 


Meaning 
Soft " 

Loud 

Growing louder 
Growing softer 


Various gradations can be indicated from pp 
(very soft) through mp and mf (moderately soft, 
moderately loud) to ff (very loud). 

Accentuation of particular notes is shown by 
either ^ or p . A sharp separation of notes, 

in extreme contrast to the ligado, is known as 
staccato playing, indicated by a dot above or be- 
low the notes concerned. 


TEMPO INDICATIONS 

Indications of speed are also normally given 
in Italian, the most usual being: 


Indication 

Largo 

Lento 

Adagio 

Andante 


Speed 
Very slow 
Slow 
Slow 

Fairly slow 


Literal meaning 

Broad 

Slow 

At ease 

Walking pace 


A gradual slowing down, quite frequent at the 
end of a piece, is indicated by the term rallen- 
tando or ritardando. These are usually abbrevi- 
ated to rail, or rit. The opposite, an increase in 
speed, is indicated by accelerando or accel. 

A pause, or slight extra hold to a note, is indi- 
cated by the fermata , which is drawn thus: ^ . 

COUNTING SIXTEENTH NOTES 

As the faster notes are approached, it becomes 
more difficult to find a “syllabic” method of 
counting, and various systems exist. Perhaps the 
simplest is to become accustomed to breaking 
the number counts and ands into two syllables, 
making in each case two sounds where previously 
there was one and thus giving the time for the 
sixteenth note. For instance, four sixteenth notes 
at the beginning of a measure would be counted 



Of course the four sounds must be made as 
even as, for instance, four quick taps on a table. 
The advantage over systems that use other words 
or syllables for sixteenth notes is that it is still 
possible to be sure which beat of the measure 
is being counted. 
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MUSICAL INDICATIONS 


Here are some further examples. Try playing 
as well as counting them. For clarity all the half- 
beat ands are included. 


1 & 2 & 3-e-&-a 1 & 2 & 3 &-a 



1 & 2-e-& 3 & 1 & 2 & 3 & 



1 & 2 & 3 & 4 & 1 & 2 &-a 3 & 4 &-a 



1 & 2 &-a 3 & 4 & 1&2&3&4& 



1 - e - & 2 & 1 - e - & 2 & 



1 - e - & 2 - e - & 1 & 2 & 



DAMPING 

Notes should not be left to ring beyond their 
correct time value, particularly when followed 
by a rest or a chord with which they are discord- 
ant. In most cases it is necessary to release the 
pressure of only the left hand finger from the 
fret, but when open strings are involved it is 
more usual to use the right hand. 

The most useful right hand method of damp- 
ing is simply to drop the side of the thumb onto 
the strings. This can be done on the lower strings 
without putting the hand out of position and is 
thus particularly useful in the middle of a piece 
where continuity must not be lost. 

To silence the guitar completely, the right 
hand may be stretched out and the palm laid 
across all the strings. 


Exercise 121 



LESSON FIFTEEN 

THE THIRD POSITION 


The sooner the notes on the fingerboard are 
thoroughly learned the sooner it is possible to 
approach the more interesting pieces in the 
guitar repertoire. Often these pieces do not 
present great technical difficulty, and the only 
necessity is a thorough knowledge of the notes 
in the positions concerned. 

Again it is only necessary to learn six new 
notes to complete the third position, which ex- 
tends from the 3rd to the 6th fret. Here are the 
new notes — all at the 6th fret. 


®L 



®i 7. ■ i 

0 - 


u=*- — 



Bb(A#) 


eKd#) g#(m) ci 


Bt>(A#) 


As with the second position, remember that 
the whole hand must move with the guide finger. 
The exercises should be repeated until the new 
position and fingerings are thoroughly familiar. 

THE HALF BAR 

Sometimes it is convenient to stop more than 
one string with the 1st finger of the left hand. 
To do this it is necessary to place the finger flat 
across the required strings, known as “barring.” 
When the finger covers all the strings this is 
known as a “full bar.” When a lesser number 
are covered, the term “half bar” is used, an ex- 
pression which is slightly misleading as the half 
bar may comprise from two to five strings, and 
not just three strings as the half would imply. 



The half bar is illustrated above covering the 
1st, 2nd, and 3rd and 4th strings. Note that the 
finger is close to the fret, which can just be felt 
by the finger. The pressure should be evenly 
exerted over the three strings. 
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THE THIRD POSITION 


Unfortunately editors differ in the ways they 
indicate the half bar, and you may find the above 
written in any of the following ways: 

(a) (b) (c) 


MC II 



(d) (e) (f) 



a. The fingering indication shows that the 1st 
finger must cover all three notes. 

b. The bracket line indicates the notes to be 
barred. 

c. The letters MC are abbreviated from the 
Spanish medio capotasto , meaning “half bar.” 

d. e, and / are self-explanatory and used ac- 
cording to the nationality of the editor. This 
author prefers the use of / which gives the fullest 
information as briefly as possible. 

While the 1st finger holds the half bar, other 
fingers may play, and the duration of the half 
bar is usually indicated by a line or dotted line. 



EXERCISE NOTES 


These exercises are all fingered in the 
third position and this fingering should be care- 
fully observed, or the point of them is lost. String 
indications are given in exercise 122. After that 
it is left to you. In exercise 123, in the third 
measure, notice that the 4th finger is used on 
the high A. This does not mean a move to the 
second position — the 4th finger is often used like 
this to avoid jumping the same finger from one 
string to another. However, in the fifth measure 
a brief move is made back to the second position 
because that A can not be played in the third. 
The 3rd finger slides to the C at the beginning 
of the next measure to re-establish the hand in 
the third position. 

In exercise 126 the 4 sixteenth notes in the 
first measure are played ligado. Play the F, then 
pull off to sound the E and D, then hammer the 
final E. 

Be sure to practice the half bars where indi- 
cated. 





THE THIRD POSITION 
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Exercise 122 (continued) 














LESSON SIXTEEN 

NEW TIME SIGNATURES 


Up to this point all counting has been based 
on the quarter note as the unit for each count. 
In cases where the lower figure in the time signa- 
ture is not a four but another number, the note 
represented by that number becomes the count- 

ing unit. For instance, in-|-or-^ time the eighth 
note is the counting reference, and the measures 
contain three and six counts respectively. In ~ 

time the half note becomes the unit for counting, 
and the measure contains three counts of a half 
note duration. 

COUNTING IN EIGHTH NOTES 

Counting with the eighth note as the unit 
presents no particular problem, as long as it is 
remembered that the other notes must be 
doubled in value, i.e., the quarter note has two 
counts, the dotted quarter note three counts, etc. 
Sixteenth notes can be counted using the and 
device previously used to count eighth notes. 
The dotted eighth note is counted exactly like 

the dotted quarter note in ^-time, i.e., one (and) 

two. 

3 

Here is an example in-g-time. 



123 1 & 2&3 1 2 & 3 & 123 

Play the example counting as indicated until 
you are sure why each count is where it is. 


SIX-EIGHT TIME 

When approaching -g- time, the question 

3 

arises, “Why not use time, since six eighth 

notes last the same length of time as three quar- 
ter notes?” The answer lies in the rhythm. Char- 

0 

acteristically -g- time has two groups of three 

eighth notes with a stress on the 1st and 4th 
counts. 



123456 123456 123456 123456 


3 

If you counted the above in-^-time it would 
produce stresses in the wrong places. 

Eighth Note Counting 


Counting in eighth notes may be used some- 
3 4 

times for or time to clarify particularly 
difficult rhythms. 



1 2 3 4 & 5 6 & 7 8 & 


On principle, however, when the time has 
been deciphered it is better to revert to the 
quarter note count. 

0 

Now try the piece below for practice in-^- 

time. Where necessary count out the music be- 
fore playing. 
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NEW TIME SIGNATURES 


STUDY NOTES FOR CANARY JIG 
( Canarios ) 

This dance was very popular in the seven- 
teenth century in both France and Spain, and 
versions exist by Couperin, Purcell, Sanz, Ri- 


bayaz, and others. It was reputedly based on a 
dance of the natives of the Canary Islands. 

It should be played with a brisk, lively rhythm 
and should not present much difficulty, provid- 
ed that care is taken with the right hand finger- 
ing at A. 


CANARY JIG 
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TEST NUMBER THREE 


1 . What frets could be reached in the 5th position? 

2. What is the purpose of a guide finger? 

3. Play the following notes (all within the first six frets). 

On the 1st string G# 

On the 2nd string F 
On the 3rd string 8 
On the 4th string G 
On the 5th string C# 

On the 6 th string A# 

4. What is the difference in counting the dotted quarter note, between 

and - 3 - time? 

5. How many strings are covered by the half bar? 

6 . What are the rules of memorization? 

7. Play from memory at least two of the pieces from the section follow- 
ing lesson twelve. 

8 . Play from memory all daily exercises. 

9. Write the correct count under the following passages. 





10. Fill in rests where necessary in the example below. 




132 NEW TIME SIGNATURES 

SEVEN PIECES WITH STUDY NOTES 


STUDY NOTES FOR MINUET 
by Henry Purcell (c. 1659-1695) 

The essence of this dance form is grace rather 
than speed. Keep a strong rhythmic feel by 
accentuating slightly the first beat of each meas- 
ure, and aim for an eventual tempo of about 
J = 92. 


A From this point to the beginning of the next 
measure lies the main difficulty of this piece. 
The 1st finger must come off the C the minute 
the D is sounded so as to be free to play the low 
F . The 2nd finger hammering on to the high F 
is awkward until the movement has been re- 
peated several times. Extra practice on this sec- 
tion will speed up completion of the piece. 


MINUET 
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STUDY NOTES FOR THEME 
by G. F. Handel (1685-1759) 

This theme is commonly known as that of the 
“Harmonious Blacksmith,” and is a good ex- 
ample of how much music can come from only 
two parts. Aim at a tempo of about J = 92, and 
try to keep a feeling of continuity. 

A Extra practice is needed here for the change 
into the second position. 


B Here the 2nd, 4th, and 3rd fingers should go 
on together. If necessary, first practice placing 
the 2nd and 3rd fingers, both at the fourth fret, 
then add the little finger. 

C The 3rd finger on the C# here releases the 
1st and 2nd fingers in preparation for the chord 
that follows. 

In general this piece is a little harder than it 
appears at first sight, but methodical practice of 
it will produce improved stretch and facility of 
the left hand. 


THEME 
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NEW TIME SIGNATURES 


STUDY NOTES FOR MINUET played up to time, it becomes less obtrusive and 

by G. P. Telemann (1681-1767) adds interest to the piece. 

B The figure 1 over this measure indicates that 
The style for this piece is the same as that for it is played the first time through only. On the 

the Purcell minuet, and the same metronome repeat ignore this measure and play the one 

setting may be used. marked 2 instead. 

A Many students become disturbed at a dis- C Be careful to place the half bar on the first 

chord like this and think that it must be a mis- three strings only, and give this section extra 

print. However, when taken in context and practice. 


MINUET 
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STUDY NOTES FOR BOURREE 
by J. S. Bach (1685-1750) 

It is important to follow the fingering very 
carefully in this piece, as the hand moves fre- 
quently from first to second position. Originally 
for unaccompanied cello, this dance should be 
lively in character, with a final speed of about 
J = 132. 

A The 1st finger on the A establishes the hand 
in the second position. Be sure that the left hand 
thumb is in the correct place and not lagging in 
the first position. 

B The placement of the half bar here presents 
the principal difficulty of the piece. Without tak- 


ing the 1st finger from the A, practice laying 
the finger down to cover the C#. Then move the 
3rd finger over to the C# on the 5th string, hold- 
ing the half bar so that the final A of the measure 
is prepared. 

C The crossing of the 2nd finger over the 1st 
will seem strange at first, but this ensures that 
the 1st finger is in position to start the repeat 
or the second section. 

D Again a cross-fingering — awkward, but it is 
important to sustain the F# for its full value. 

E Leave the 2nd finger on the D in preparation 
for the D in the next measure. This takes the 
difficulty out of finding the chord that follows. 
F Work out the scale passage methodically, and 
give it extra practice. 


BOURREE 
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NEW TIME SIGNATURES 


STUDY NOTES FOR PEZZO TEDESCO uncomplicated steps and probably a moderate 

Anonymous tempo. 

A Be careful with the right hand fingering here 
This lute piece from the Italian renaissance is and avoid playing the open B string, 
taken from a collection transcribed from the B Try to keep this succession of chords accu- 

original lute tablature by the nineteenth-century rate without grabbing with the left hand. In 

musicologist Oscar Chilesotti. The title means general the piece affords good opportunities for 
literally “German Dance,” and a contemporary improving chord changes — remember to make 
description of this form shows it to have had minimal movements with both hands. 


PEZZO TEDESCO 
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STUDY NOTES FOR ORLANDO SLEEPETH 
by John Dowland (1563-1626) 

John Dowland was the leading lutenist-com- 
poser of the very fruitful Elizabethan period in 
England. The piece is straight-forward and de- 
scriptive, and should be played slowly with a 

slight increase in tempo for the -^-section. 


A The half bar here enables you to sustain 
the A for its full time value. 

B Although slightly unusual, the 3rd finger 
on the C# facilitates a smooth chord change. 

It is effective to play the first section mod- 
erately loud, with the repeat very soft and in the 
nature of an echo. 


ORLANDO SLEEPETH 
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NEW TIME SIGNATURES 


STUDY NOTES FOR AIR 
by Thomas Robinson (1603) 

It was a common practice in the Elizabethan 
period for lutenist-composers to take a popular 
melody and embellish it in their own particular 
style. The song in this case was about Robin 
Hood, entitled “Robin is to the Greenwood 
Gone/’ The first four measures represent the 
first line of the song, which is then elaborated 
slightly for the next four measures. The succeed- 
ing eight measures are treated in the same way 
by being repeated in more complex rhythm. 

Great care is needed in counting this piece, 
which should be practiced to an eventual metro- 
nome speed of about J = 80. 

A A difficult chord, but the use of the 3rd 
finger as a guide greatly facilitates the change. 
The D is of course on the 5th string. 

B The scale here is typical, and really serves 
to fill the measure since the chord would not 
sustain this long. It should be played lightly and 
without emphasis. 

C Practice is needed here for a smooth transi- 
tion to the third position. 

D The open E covers the move of the hand up 
to the second position. 

E Try not to rush this position change. Move 
the 4th finger with precision to the 5th fret, 
allowing the hand to travel with it. 
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NEW TIME SIGNATURES 


MUSICIANSHIP 

So far the lessons have been concerned with 
the technique of playing notes and reading 
music. When the basic problems of technique 
are overcome, it is important to remember that 
the object of playing a musical instrument is not 
to execute notes, but to make music. Music is a 
means of expression and communication, and for 
this reason has often been called a language. Like 
spoken language it is divided into the equivalent 
of phrases, sentences, and paragraphs, and it is 
important to try to see these, so that a musical 
performance becomes a coherent statement. 
Again following the same parallel, when we 
speak, we use our voices in varying pitch and 
volume, since we know that a monotone is unex- 
pressive and boring. 

Without introducing undue complexity, there 
are certain simple steps which may be followed 
to produce a more musical rendering of a piece. 
First, check the given information at the begin- 
ning of the piece. Very often the title is an indi- 
cation of the general character of the music, and 
is the first point to consider. If the title is “Air,” 
“Song Tune,” “Aria,” etc., it is clear that the 
composer means the piece to be lyrical and vocal 
in character. If, on the contrary, the title is that 
of a dance form, such as “Minuet,” “Jig,” 
“Waltz,” etc., then a strict rhythmic approach is 
indicated. The next indication is the tempo 
marking, which sometimes conveys more than a 
bare statement of speed. For instance, the indi- 
cation lento maestoso , meaning literally “slow 
and majestic,” gives an immediate clue to the 
type of performance required. 

The next step is to consider the dynamic mark- 
ings. If they are those of the composer, they 
should be carefully noted and respected. If they 
are merely the suggestions of an editor, they may 
be changed for good reason but should at least 
be given consideration. Remember that the 


guitar is not an instrument of great volume, and 
that it is particularly important to use such 
dynamic range as it does have. When a section 
is repeated, it may, to good effect, often be played 
loud the first time and soft on the repeat, thereby 
making a passage musically interesting, instead 
of merely repetitive. 

Having absorbed the given information, it is 
time to experiment. Try to see the statements 
that the music is making, and particularly do not 
hurry from one section to another. One of the 
most common faults of students is the shorten- 
ing of a long note at the end of a phrase in an 
anxiety to reach the next note without a silence 
intervening. The result is a hurried, nervous- 
sounding performance. The experienced musi- 
cian gives long notes their full duration, and is 
not afraid to let the music “breathe,” i.e., leave 
just a hint of a pause at the end of a section as 
if taking a breath. 

Another great aid to an interesting perform- 
ance is the full use of the tonal variety of the 
guitar. This subject is discussed in detail later. 

Finally, remember that one of the best ways 
to increase knowledge and understanding of 
music is by intelligent listening. Although noth- 
ing is better than a good live performance, 
phonograph records can bring the world’s great- 
est musicians to you, and records are frequently 
loaned out by public libraries. It is a good idea 
to compare different performances of the same 
piece to see how two musicians can take quite a 
different view of a piece, and yet each produce 
an excellent interpretation. Listening should not 
be confined solely to the guitar — there is much 
to be learned from other instrumentalists. 

The steps outlined above are easy to take, and 
it cannot be too strongly recommended that the 
serious student make every effort from the 
earliest stages to be not only a guitarist but a 
musician as well. 



LESSON SEVENTEEN 

THE FIFTH POSITION 


As you learn the higher notes on the finger- 
board, not only do better pieces become ap- 
proachable but also more tonal variation can be 
attained because of the availability of equivalent 
notes on different strings. 

Some positions are convenient for simple keys 
with few sharps or flats, others lending them- 
selves more naturally to the complex keys. For 
this reason the fifth position is studied before 
the fourth, which is more suitable for keys with 
many sharps. 

Changing from the first to the fifth position 
requires a more extensive movement of the left 
hand, and the simple slide of a guide finger is 
more often replaced by a “through” movement. 


<D 



In the above example the C and D are played 
on the 2nd string in the first position. The 1st 
finger remains on the string until the D has been 
played, then slides through to the 5th fret, with- 
out losing contact with the string, to play the 
E and establish the hand in the fifth position. 

Frequently an open string enables the hand 
to change position smoothly. 



In the above passage the open E is sounding 
as the hand moves up to play the A and establish 
the fifth position. 


NOTES IN THE FIFTH POSITION 
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THE FIFTH POSITION 


To learn the position thoroughly start with 
the ‘‘white notes,” i.e., those without sharps or 
flats. After these are thoroughly memorized it is 
easy to fill in the gaps. 

Note that the position contains all the notes 
from A below the staff to C above it, with the 
exception of the B in the center of the staff. If 
the hand is to remain in the fifth position this 
note may be played on the 2nd string open. 

The following exercises are progressive in diffi- 
culty and should be well studied for familiarity 
with the position. 

EXERCISE NOTES 

As before, string indications are given in the 
first exercise only. After that keep the hand in 


the fifth position and use the fingering to dis- 
cover the right string. 

In exercise 129 the open B string is used, but 
the hand remains in the fifth position. The 
triplet in the seventh measure should be counted 
four-and-a and played ligado. 

The last part of exercise 130 also uses the open 
B to allow the hand to remain in the fifth 
position. 

Note that in this position the 4th finger is 
sometimes used at the 7th fret to avoid awkward 
jumps with the 3rd finger. 

In exercise 132 the hand moves down to the 
first position for the last two measures of each 
section. Otherwise, it remains in the fifth posi- 
tion throughout. 


Exercise 128 
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THE FIFTH POSITION 
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Exercise 131 

(C.a ta.lan folk sonffl 
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THE FIFTH POSITION 


Exercise 132 




LESSON EIGHTEEN 

THE FULL BAR 


This lesson returns to the subject of technique, 
introducing one of the most useful devices for 
extending the playing possibilities of the left 
hand — the full bar. 



RULES FOR FORMING THE FULL BAR 

The illustration shows the position for the 
complete bar covering all strings. Note carefully 
the following rules. 

1. The left hand should exert the minimum 
pressure sufficient to produce clear notes. 

2. Do not let the fingertip project unneces- 
sarily beyond the fingerboard. 


3. Be sure that the crease below the final joint 
of the finger does not coincide with the 4th 
string. For most people it will be possible to posi- 
tion this crease between the 3rd and 4th strings, 
without losing contact with the 6th string. 

4. The finger should be right up to the fret 
and just able to feel it. 

5. The finger is not completely flat across the 
strings, but angled slightly counterclockwise, 
looking at the fingertip. However, this should not 
be exaggerated as that would limit the stretch of 
the other fingers. 

FIRST EXERCISE FOR THE FULL BAR 

As a first practice, and to insure minimum 
pressure, try the following. 

1. Place the left hand 1st finger in the position 
to bar at the 2nd fret, but just touching the 
strings and without pressing them down. 

2. Sweep across the strings with the thumb of 
the right hand. The notes should be muted. 

3. Gradually press down the left hand finger, 
continuously sweeping across the strings with 
the right hand just to the point where clear notes 
are sounded. This gives an indication of the 
minimum pressure for the bar. 

4. Repeat the experiment at the 5th, 7th, and 
other frets. The aim should be to produce a clear 
sound from each string without undue pressure 
of the left hand. 

The bar is indicated by a Roman numeral, 
which may be preceded by either C (Capotasto) 
or B (Barre). As with the half bar, it should be 
held for the length of the line or dotted line. 
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THE FULL BAR 


SIX PIECES WITH STUDY NOTES 


STUDY NOTES FOR 

DOVE SON QUEI FIERI OCCHI 

Anonymous 

The next three pieces are taken from Chile- 
sotti’s collection from the Italian renaissance. 
The fingering takes advantage of the new po- 
sitions for smoother changes and greater tonal 
variety. Although harder to read than pieces in 
the lower positions, they should not present 
much technical difficulty once memorized. 

A The C is played on the third string at the 
5th fret. Then both 3rd and 4th fingers move up 
two frets to the B and D. 

B This fingering provides the smoothest tran- 
sition to the C and A and back to the barred 
chord. Do not be tempted to go back to the first 
position. 

C Great care should be taken to finger this 
measure correctly. Note that the D is taken on 
the 5th string, and that the 2nd finger then slides 
up the same string to find the E at the 7 th fret. 
The final A is taken on the 4th string, ensuring 
a smooth change to the first chord of the next 
measure. 

D The G in this chord is played on the 4th 
string to make the ligado possible and also to 
emphasize this voice. 



THE FULL BAR 
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DOVE SON QUE1 FIERI OCCHI 
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THE FULL BAR 


STUDY NOTES FOR SE IO M’AGCORGO 
Anonymous 

The tempo here should be about J = 120. 
Do not be tempted to hurry the chords at the 
beginning. Let them ring clearly for their full 
time value. 

A The use of the 4th string for the A and G 
gives a consistent and rich sound to this voice. 

B Notice that the upper voice enters here with 
the same melody. This is known as a “canon’' 
movement. It is particularly important to sustain 
the long notes in the lower voice so that the 
melody is continuous. 

C This passage is an echolike reminder of the 
melody. The A is taken at the 10th fret of the 
2nd string for tonal variety. The 4th finger then 
slides to the G at the 8th fret, establishing the 
hand in the fifth position. 

D This section is played as follows. Play the 
A and low E with p and m. Then pull off the 
A to sound the G#. Hammer the A on again with 
the 2nd finger, and again pull off to sound the 
G#. Do this once more to sound the A and G# 
again, then play the final F# and G# with i and 
m. Note that from the initial chord until the E# 
the right hand does not play, the notes being 
sounded by the left hand ligado movements. 
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STUDY NOTES FOR ITALIAN A 
Anonymous 

This was a very popular tune in the sixteenth 
century, and several different versions of it can 
be found. It should be played as a lively dance 
with strict rhythm and an eventual tempo of 
about J =176. The chords may be played with 
p and m until the bass section is reached. There 
is no particular purpose in alternating fingers 
on the upper notes. 


A The common tendency here and at similar 
points is to hurry the first note of each slurred 
pair. To counteract this, give a slight extra stress 
to the first notes. This will result in better 
ligados and more even tempo. 

B Accent the G here, and be sure to hold it 
through to the next measure. 

C In the succeeding sixteen measures practice 
the right hand fingering as carefully as the left 
to take the difficulty out of this passage. 

D Slow down the tempo here to make the end- 
ing decisive. 


ITALIAN A 
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STUDY NOTES FOR PAVANE 
by Luis Milan (1535) 


The Pavane was a slow stately dance, which 
probably originated in the Italian town of 
Padua, though some attribute its origin to the 
Spanish word pavo, meaning a peacock. In his 
book The Maestro Milan described this piece as 
one written in the style of the Italian “pavane.” 
The melody was from Italy, but the arrangement 
by Milan. The general style should be majestic 
with a metronome setting of about 80 for the 
half notes. 

A The fingering of these two chords is im- 
portant, the 2nd finger acting as a guide up to 
and back from the third position bar. 

B The 4th finger is necessary as a guide to the 
difficult chord that follows. 

C Play this measure loud, with a soft echo for 
the next measure. 

D The 4th finger here indicates a move back 
to the first position. 

E Play the F# strongly enough to sustain the 
melody through to the G. 

In general aim for a positive performance with 
every note clearly defined. Make the chords ring, 
and vary the dynamics to sustain interest. 
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STUDY NOTES FOR PA VANE IN D MINOR 
by Gaspar Sanz (c. 1640-1710) 

Gaspar Sanz, a Spanish courtier, wrote an 
important method for the guitar which was first 
published in 1674. He was also teacher to Don 
Juan of Austria. His themes are the basis for a 
contemporary concerto for guitar and orchestra, 
“Fantasia para un Gentilhombre ,, by Joaquin 
Rodrigo. 

As with the Milan pavane the tempo should 
be stately, about J = 80. 

For this piece it is necessary to tune the 6th 
string down a tone to D. As a check, when tuned 
the note given by the 7th fret of the 6th string 
should now be the same as the 5th string open. 

Although the retuning tends to be an annoy- 
ance at first, it is important to become familiar 
with it as many pieces require it. 

The notes of the 6th string are now: 



Open 2nd fret 3rd fret 5th fret 


A A common fingering of this chord. The last 
joint of the 1st finger “bars” the A and E, and 
the finger may be rolled back slightly onto its 
side to facilitate this. 

B These two full bars should receive extra 
practice. Remember to press flat across the string 
— do not allow the middle part of the finger to 
arch upwards. 

C An open string E would sound dull here, 
hence the 3rd finger. 

D The change of finger on the G is necessary 
for the sustaining of the C#. 
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PAVANE IN D MINOR 
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STUDY NOTES FOR ETUDE IN D 
by Fernando Sor (1778-1839) 

Fernando Sor was the leading guitarist-com- 
poser of his day. In addition to touring in con- 
cert through all the main capitals of Europe he 
was a prolific composer of both concert pieces 
and didactic studies. 

This study should be played lightly and with 
grace. Aim for a tempo of about J = 112. As 
with all studies every note is important and 
should be clearly audible in the finished version. 
A pattern of right hand fingering is given in 
the first part, and this should be followed for 
the remainder of the piece. 

A Accent the dotted quarter notes to bring out 
the melody. 

B A problem spot: Bar three strings at the first 
fret, then without lifting the 1st finger, ease the 
bar up to the second position. 

C The last joint of the 1st finger covers both 
the A and E. The finger may be turned slightly 
backwards onto its side to facilitate this. 

D The 1st finger here indicates a sudden 
change to the third position. This movement 
should be practiced for smoothness. 

E Here also there is a sudden change of posi- 
tion, but the open E gives the opportunity for 
the hand to move. 
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TONE PRODUCTION 

One of the most compelling attractions of the 
guitar is the singularly sweet and sensitive tone 
that can be produced from it. Of course the 
quality of the instrument is important, but a 
surprisingly beautiful sound can be produced 
from the humblest of guitars. In general, stu- 
dents tend to spend considerable time and money 
trying to find a guitar with the ultimate sound 
instead of working on the techniques of tone 
production. 

VIBRATO 

The principal technique of the left hand for 
producing tonal variation is known as “vibrato.” 
The effect of this is to alter the pitch very slightly 
so that the note wavers, resulting in a more 
emotional sound. There are two ways to produce 
this variation in pitch, and an approximate rule 
can be formulated according to the position on 
the fingerboard. 

Frets 1-4 and 13-19 

In the first position and above the 12th fret 
vibrato can be produced by pushing the string 
rapidly from side to side without releasing the 
pressure of the left hand. 



Great care must be taken with this type of 
vibrato, so as not to exaggerate the variation in 
pitch. If done to excess, the result is a wailing 
sound more appropriate to the “blues” than to 
the classical repertoire. As a technique it is used 
sparingly, and chiefly because the normal vibrato 
described below is ineffective at these frets. 

Frets 5-12 

In this area of the guitar a type of vibrato can 
be used that is comparable to the technique used 
by other stringed instrument players. Again, 
without releasing pressure on the string, the left 
hand oscillates in the plane shown by the dia- 
gram. The slight pull and push of the string 
along its length produces a small and wavering 
vibration of pitch. 



Although harder to do effectively at first this 
type of vibrato is on the whole more satisfying 
as it is unlikely to be excessive. For experimental 
purposes while learning it is more easily pro- 
duced on the 2nd, 4th, 5th, and 6th strings. 

USING VIBRATO 

Some players reserve the vibrato for use as a 
special effect to intensify or add emotion to a 



162 


THE FULL BAR 


passage. Others, like most violinists nowadays, 
use it by habit as a basic part of technique. In 
general this does not sound excessive, since the 
vibrato cannot be used anyway on chords of 
more than two notes or during fast passages. 
However, a general habit of using the first type 
of vibrato is not recommended for the reasons 
mentioned above. 

The period of vibration of the hand in form- 
ing the vibrato can be varied for different effects 
and is one of the factors that contribute to the 
individuality of a players tone. 

OTHER LEFT HAND TECHNIQUES 

Distinct from the ligado there are two other 
methods of linking notes in sound to produce a 
smoother or more vocal effect. There are many 
names for these, but probably the most conven- 
ient are “Portamento” and “Slide.” 

The Portamento 

Originally a term applied to singing, the porta- 
mento literally means the “carrying” of one note 
to another through the intermediate pitches. 
This is imitated on the guitar by playing a note, 
then moving the same left hand finger to the 
next note without reducing pressure on the 
fingerboard, thereby sounding the intervening 
tones before playing the second note. The porta- 
mento, like the vibrato, is very rarely indicated 





Portamento Effect, 

fingering. 


in guitar music since it is considered an effect 
best left to the good taste of the player. It is 
most appropriate in slow passages of lyrical style, 
but may often be used in conjunction with a 
guide finger to assist a smooth change of position. 

The Slide 

In contrast to the portamento the slide is 
marked in the music, and is employed where a 


more extreme effect is required usually covering 
a wide interval of notes. 



The above example is executed on the third 
string. After the B is played, the 4th finger slides 
quickly up the fingerboard, maintaining pressure 
on it and coming to a dead stop behind the 13th 
fret. Note that the left hand alone sounds the 
high G#. 

If the right hand is to play the final note, this 
can be indicated by drawing a small grace note 
beside the final note of the slide. 


4 



The slide should be distinguished from the 
“glissando” as follows. The slide is executed by 
a fast continuous movement of the left hand, 
which gives an impression of the notes in be- 
tween but is too quick to sound them individu- 
ally. The glissando , in contrast, sounds the suc- 
cession of notes individually in the form of a 
fast scale, and necessitates a minute pause of 
the left hand at each fret. This technique is ex- 
tremely rare in guitar music. 

The slide was more popular at the end of the 
last century than it is today, and it should be 
mentioned that many of the slides appearing in 
music of that period are converted by modern 
players into portamenti. When they appear be- 
fore a note as a form of grace note they are also 
frequently omitted altogether. 



RIGHT HAND TECHNIQUES 

Obviously of major importance to the produc- 
tion of good tone with the right hand is the 
shape and condition of the nails. If these are 
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too long, speed is impaired. If they are too short, 
it is difficult to control the strokes. A certain 
amount of individual experimentation is nec- 
essary since the shape and size of fingers and 
nails vary; but as a general rule when looking 
at the right hand, palm forward, a ridge of nail 
should be visible over the tops of the fingers, 
extending about y 16 inch and following the 
shape of the fingertips. Pointed nails should be 
avoided, as should sharp corners at the extreme 
sides of the nails. 

The smoothness of the nail is as important as 
its shape. After a nail is filed it usually produces 
an unpleasant scratchy tone, which may persist 
for two days or more. Methods of overcoming 
this include the use of the finest grade of sand- 
paper to smooth the surface, also a type of fine 
abrasive stone known as Arkansas stone which is 
normally used to sharpen very fine tools. 

The angle of attack of the fingernail has a 
strong influence on the type of sound produced. 
If the finger is at right angles to the string, the 
maximum amount of nail is in contact at the 
beginning of the stroke suitable for emphatic, 
loud playing. A more sensitive and delicate 
sound can be produced by angling the finger so 
that only part of the nail is engaged. 


/ N 




CONTINUITY OF SOUND 

In a fast scale passage a small period of silence 
between notes would be scarcely perceptible. 
However, in a slow melodic line, care must be 
taken not to damp the notes before their time- 
value is completed. This can best be seen by an 
example. 



m 

=p: 



i 


m 


<D 

i 

z= 9- 


© 

m 


If the m finger commences with a rest stroke, 
the i finger must be held away from the string 
until the last possible moment. Then it must 
come down with sufficient velocity so that there 
is no appreciable break in sound. In turn the m 
finger must remain poised until the half note F 
is completed. 

Although this may seem an obvious point, it is 
mentioned because so many students have a ten- 
dency to prepare the succeeding note in advance, 
producing in effect something like this: 



The result is decidedly not lyrical. 
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TONE CONTRASTS 

Apart from the nail angle variation mentioned 
above, the main changes in tone color are made 
by moving the right hand nearer to the bridge 
or the fingerboard. 

Playing closer to the bridge the sound is more 
metallic and is sometimes referred to as the 
harpsichord effect. In the music it is indicated 
by the words metallico or sul ponticello (liter- 
ally on the bridge). Note particularly that this 
effect should be handled using free strokes since 
the rest strokes produce a hard and unpleasant 
sound in this position. 

In complete contrast is the sound produced 
by playing close to the fingerboard. This is some- 
times indicated as sul diapason, or, more usually 
simply dolce (sweet). The tone is rounder and 
sweeter, and this is even more accentuated if the 
passage is fingered in the higher positions. Com- 
pare the following: 



1) Sul ponticello , free stroke. 



2) Dolce, rest strokes. 


CONCLUSION 

The techniques described above can be used 
in varying degrees and combinations to produce 
an exceptionally wide range of sounds and 
effects. In this respect the guitarist has a great 
advantage over, for instance, the pianist, and it 
is important to recognize and use this additional 
means of expression. When attention is given to 
good tone production and variation a player de- 
velops a completely individual sound, and it is 
interesting to note that between the best soloists 
there is such a surprising difference of tone, 
which has very little to do with the instruments 
that they are playing. Above all, the student is 
recommended to experiment without fear of 
exaggeration. It is always more interesting to 
hear effects and contrasts slightly overdone than 
to hear a timid or unimaginative monotone. 



LESSON NINETEEN 

SCALES 


The subject of scales is often a somewhat un- 
welcome one to the student since it is associated 
with boring practice drills or unnecessary aca- 
demicism. However scales are particularly useful 
to the guitarist, both for overcoming technique 
problems in both hands and also as a help to 
understanding the relationship between different 
keys and modes. In his preface to an edition of 
major and minor scales Andres Segovia wrote 
“The practice of scales enables one to solve a 
greater number of technical problems in a 
shorter time than the study of any other 
exercise.” 

THE CHROMATIC SCALE 

In the simplest form of scale the notes move 
by successive half-tones (one fret on the guitar). 
This is known as a chromatic scale. 
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Such a scale could be played on the guitar by 
simply advancing up a string one fret at a time, 
and is quite useful as an exercise in smooth 
through movements. For instance, it may be 
played on the 3rd string as follows: 
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Then it may be repeated on the 2nd and 1st 
strings following the same fret pattern. 

It is easy to hear that such a progression of 
notes in a melody would become exceedingly 


dull, and for melodic purposes the most com- 
monly used progressions of notes are taken from 
the major and minor scales. 

THE MAJOR SCALE 

If we play the succession of notes from C on 
the 5th string to C on the 2nd string without 
sharps or flats, we have in fact played a major 
scale. It will be noticed that the interval between 
the notes is sometimes a whole tone (two frets 
on the guitar) and sometimes a half tone (one 
fret on the guitar). 



tone tone ^tone tone tone tone 


In the major scale the half-tones fall between 
the third and fourth and the seventh and eighth 
notes. This form of scale has found favor with 
composers and become an accepted tradition in 
Western music. In the Orient, different scales are 
in more common usage, giving a different flavor 
or characteristic to the music. The scale is named 
by the note on which it starts and finishes, the 
above being the major scale of C, or as it is more 
commonly known, the scale of C Major. 

A major scale can be formed on any other note 
simply by preserving the same intervals. 
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SCALES 


In the above example the scale starts on G. 
The same intervals must be used, and since B to 
C is a half-tone the first part of the scale presents 
no problem. However the seventh to the eighth 
note must also be a half-tone, and this can only 
be achieved by sharping the F. Hence in the G 
Major scale the F is always sharped, and this is 
indicated at the beginning of the musical line. 


SCALES AND KEYS 

The relationship between scales and keys is a 
very simple one. A melody that uses the notes 
of the C Major scale is said to be in the key of 
C Major. A melody using the notes of the G 
Major scale is in the key of G Major, and conse- 
quently will have the F sharped throughout. 
This indication at the beginning of each line is 
known as the “key signature/’ 


THE MINOR SCALES 

The simplest form of minor scale may be 
played by sounding the notes from the open A 
(5th string) to the A on the 3rd string in succes- 
sion with no sharps or flats. This form of scale 
is known as the “natural minor.” 



This scale was later modified in various ways to 
suit the needs or customs of composers. For in- 
stance, from the harmonic point of view com- 
posers tended to prefer the progression: 


f 



to the same thing with a G natural, particularly 
at the end of a piece. To accommodate this the 
scale was written sharping the G. This became 
known as the “harmonic” minor scale. 



The only disadvantage in this scale lay in the 
fact that the interval from F to G# was somewhat 
awkward to sing, such an interval being more a 
characteristic of Middle Eastern music. This 
problem was solved by sharping the F as well, 
producing a smoother melodic progression, and 
this form is therefore known as the “melodic” 
minor scale. Notice that this is done only on the 
ascending part of the scale, the natural minor 
being preserved for the descent. 





EXTENDED SCALES 

For practical use scales of two or more octaves 
are commonly used, known as “extended” scales. 
Here is an example of the C Major scale in two 
octaves. 



The 2nd finger on the C establishes the hand 
in the 2nd position, which continues until the 
1st finger makes a through movement on the 3rd 
string to play the C. This establishes the 5th 
position for the remainder of the ascending part 
of the scale. While ascending, left hand fingers 
remain on the notes after playing until there is 
a change of string or position. In moving 
through to change position, the 1st finger does 
not lose contact with the string. 

MAKING THE BEST USE OF SCALES 
The scale should first be memorized so that it 
can readily be incorporated into daily practice. 



SCALES 


167 


It should be played slowly at first, with particular 
attention to good left hand position (particu- 
larly the 4th finger). With the right hand the 
various forms of alternation should be used not 
neglecting those using the a finger (m a m a m a, 
etc., or i a i a i a i a, etc.). Particular attention 
should be given to producing an even, clear 
sound at a good volume with a consistent quality 
between all the notes. Only when a very clear 
and accurate scale can be played should the 
speed be increased. The position changes should 
be definite and clear in the mind, and should be 
executed with complete smoothness. 


THREE STRING SCALES 

Some people, this author included, find that 
extensive alternation on the wound 4th, 5th, and 
6th strings can produce a snag in the fingernail 
at the point of contact. Such a snag impedes 
smoothness of playing and is hard to eliminate. 
For this reason, while recognizing the value of 
scales in all keys, I tend to prefer scales on the 
first three strings where purely muscular practice 
is the object. Such a scale is given below in the 
key of A, and the same pattern may be used for 
A\), B, and B 


SCALE FINGERINGS 

Obviously, on the guitar there are many pos- 
sible alternative ways to finger the scales. The 
version recommended is that edited by Andres 
Segovia,* which includes an example of major 
and melodic minor scales in all keys. 

* Published by Columbia Music Co., Washington, D.C. 






LESSON TWENTY 

MELODY AND ARPEGGIO 


In the early stages of learning the guitar it is 
possible to abide by simple rules of technique 
that apply in the majority of cases. For instance, 
the rest stroke is usually employed for scale runs, 
the free stroke usually for arpeggios. However 
more advanced studies often require the aban- 
donment of these general rules, a common ex- 
ample being the use of the rest stroke in an 
arpeggio to emphasize a melody. 

RECOGNITION OF MELODY IN 
ARPEGGIO 

Many attractive pieces have been written for 
the guitar, which take the form of a continuous 
series of arpeggios. Usually one or more notes 
in each arpeggio group serve a melodic function 
as well, so that the music is in fact in two lines 
(; i.e ., melody and accompaniment), but this is 
disguised by the fact that the melody note is in 
a sense shared with the accompaniment. This is 
best understood by considering the following 
example: 
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The melody can be indicated in two ways. In 
the above example it is shown by the tails of the 
melody notes going upward as well as being 
joined below to the arpeggio. In some scores two 
notes are drawn side by side, but the meaning is 
exactly the same. 



TECHNIQUE FOR EMPHASIS OF 
MELODY 

Wherever possible the melody is “extracted” 
from the arpeggio by playing it with a rest stroke 
for emphasis, the remainder of the arpeggio be- 
ing played conventionally with free strokes. 

In practicing this technique, particular care 
should be taken not to pull the hand back when 
executing the rest stroke, as this will make the 
free strokes which follow difficult to play. Take 
care to avoid any unnecessary movement of the 
right hand. 

Now here is the complete piece. 
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MELODY AND ARPEGGIO 


STUDY NOTES FOR ETUDE IN B MINOR 
by Fernando Sor (1778-1839) 

This study affords the perfect opportunity for 
extracting a melody from an arpeggio to give the 
effect of two distinct voices. Use rest strokes for 
the melody note at the beginning of each 
measure. 

A The 3rd finger should remain on the T# 
throughout the first six measures to facilitate the 
left hand changes. Remember that an arpeggio 
is a broken chord, and the left hand should pre- 
pare complete chords and not individual notes. 
B The 2nd finger is used here so that the 1st 
remains free in preparation for the bar. Try to 
make this transition as smooth aS possible. 

C The 1st finger has a difficult transition here 
from the C natural, but the alternatives are even 
more complicated. The secret is not to rush the 
movement. 

D From here to the end of the piece it is par- 
ticularly important to make the melody as 
smooth and lyrical as possible. Extra practice is 
needed on the change to the fourth position. 

E Leave the 3rd finger on the string so that it 
can act as a guide down to the second position 
in the next measure. 
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LESSON TWENTY-ONE 

ORNAMENTATION 


It is quite common to find music decorated 
with certain flourishes, which bear the general 
name of “ornamentation.” The subject is a large 
one since there are many forms of ornament, and 
the interpretation of them varies with the period 
of music. This lesson deals with those in com- 
mon use in guitar scores. 


THE TRILL 

This is perhaps the commonest form of orna- 
ment, and may be written in either of the ways 
shown: 



p 



p 


In music of the eighteenth century and earlier 
the trill should start on the note above (which 
may be a whole or half-tone according to the 
key), and the example should be played thus: 



In later music it became the custom to start 
the trill on the lower note, in this form: 



The exact number of notes is less clearly 
defined in the later trills, the sign calling for a 
fast repetition of the notes for the length of time 
of the note over which it is written. 


TECHNIQUE OF THE TRILL 

Trills are normally played ligado, only the first 
note being sounded by the right hand. The re- 
maining notes are played by the left hand by a 
series of clear ascending and descending ligados. 
When doing this be sure to pull the string firmly 
to sound the lower note — there is a tendency 
among students to hammer correctly but just to 
take the finger off instead of pulling it off. 

An interesting alternative fingering is some- 
times used for trills on the 1st string. 
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In the above example after pulling off the 2nd 
finger the 3rd finger hammers alternating with 
the 2nd throughout the trill. 


THE MORDENT 

The sign for the mordent and its explanation 
are shown below. 



-re- 



written Played 

It is important to note that the first note is 
played on the beat, so that in the above example 
a bass note would coincide with the first F. 
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ORNAMENTATION 


The mordent is common in music of the 
eighteenth century and earlier. Later the reverse 
mordent is more common, and the guitarist will 
encounter many examples of this in Spanish 
music. As with the trill, only the first note is 
played by the right hand, the remainder being 
played ligado by the left hand. 


The small note is played very fast and really has 
no exact time, but effectively ‘ ‘borrows” an in- 
stant from the succeeding note. It should be 
played ligado. 

The slow appoggiatura common in eighteenth 
century music normally borrows half the time 
of the succeeding note. 


THE REVERSE MORDENT 

There is a distinct trap in the way a reverse 
mordent is written. Care should be taken to avoid 
the common misinterpretation of many self- 
taught students. It is written and played as below. 



Written 


lulu 

Played 



The trap is, of course, that the bass note ap- 
pears to coincide with the second F, whereas it 
is played with the first note of the ornament. 


THE APPOGGIATURA 

The most common form of this ornament that 
the guitarist will encounter is the “fast” appog- 
giatura, as below. 



Written 



Played 


Due to the slower nature of this type of orna- 
ment it requires no special technique. 


CONCLUSION 

The subject of ornamentation is of less im- 
portance for the guitarist than for the keyboard 
player. Music written for the lute and guitar 
contains fewer and simpler ornaments, and in 
the case of the lute it is clear from comparison 
of manuscripts that these were left largely to the 
individual taste of the player and are unessential 
to the original composition. The main purpose 
of studying elaborate ornamentation is to avoid 
gross errors when playing transcriptions from 
Bach, Scarlatti, etc. For most guitar music the 
above examples should suffice. 



LESSON TWENTY-TWO 

THE SEVENTH POSITION 


THE IMPORTANCE OF HIGHER 
POSITIONS 

It is hard to overemphasize the importance of 
working toward a really thorough knowledge of 
the fingerboard. Many students of the guitar who 
have been playing literally for years have only 
the vaguest knowledge of the higher positions, 
and are afraid to try pieces which are well within 
their technical capacity because of the reading 
difficulties. 

It is suggested that the studies below, which 
are progressive in difficulty, be used consci- 
entiously as a means of becoming really familiar 
with this part of the guitar. 

EXERCISE NOTES 

Each of the exercises can be played without 
moving from the seventh position. Exercise 137 
is particularly important for becoming familiar 
with the lower three strings in this area of the 
guitar. The open B which alternates with each 
of the other notes is simply to add interest to 
the exercise and may be ignored while the notes 
on the lower strings are being worked out. 


NOTES IN THE SEVENTH POSITION 
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THE SEVENTH POSITION 


Exercise 133 
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EIGHT PIECES WITH STUDY NOTES 


STUDY NOTES FOR PRELUDE 
by Robert de Visee (1686) 

Robert de Visee, a performer of both the 
guitar and the lute, was a favored chamber 
musician of Louis XIV. His duties included fre- 
quent private performances for the king in addi- 
tion to participation in the many splendid court 
occasions. 

The guitar was extremely popular both in 
France and England at this period, the instru- 
ment at the time having five pairs of strings 
tuned in unison or octaves to increase resonance. 
These pieces are selected from a group published 
in 1686 and dedicated to the king. 

The Prelude should be played smoothly at a 
tempo of about J = 76. 

A Make the entry of the second voice clear, 
sustaining the notes for their full value. 

B The position change here is to put the hand 
in place to take the A on the fourth string, so 
that the entry of this voice has a consistent sound. 
C The small note here is a reminder to start 
the trill on the upper note. 

D As above, the small D indicates that the trill 
starts with the upper note. 
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STUDY NOTES FOR ALLEMAND slightly to allow the open E to sound without 

by Robert de Visee releasing the C. 

C This barred chord is a stretch for the left 
hand, but it is one to practice as it constantly 
“ Allemand ,” like “Pezzo Tedesco,” means recurs. 

“German” dance. However, by the seventeenth D The E has to be found at the 7th fret of the 

century it was no longer danced, surviving as a 5th string in order to place the hand in position 

stylized musical form in the “Suite.” It should to commence the repeat. 

be played in moderate tempo, about J = 108. E Unfortunately it is not possible to sustain 

This is the most difficult of this group of the high A when the 3rd finger moves to the A 

pieces, and the fingering should be carefully ob- on the 4th string, but this is a necessary prepa- 

served, in particular the guide finger indications. ration for the next chord. 

A Drop the last joint of the 1st finger to cover F This is a particularly hard chord change be- 
the F. cause of the move from full to half bar. Practice 

B The same fingering as A. Lift the last joint this measure by itself several times. 


ALLEMAND 
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STUDY NOTES FOR SARABAND 
by Robert de Visee 

With its dignified slow triple rhythm, the 
Saraband provides a contrast to the quicker 
dances that follow. It is formed on the early 
chord sequence known as “la folia,” which many 
seventeenth- and eighteenth-century composers 
used as the basis for variations. 

A simplified first position version was given 


on page 109, but the piece is offered here in its 
original key for those who wish to perform these 
dances as a group. 

A Practice is needed here to ensure a smooth 
transition to the 5th position in the absence of 
guide fingers. 

B The slightly unusual left hand fingering is 
necessary to ensure a smooth transition to the 
chord on the first beat of the next measure. I 
suggest a tempo no faster than J = 52. 
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STUDY NOTES FOR MINUET 
by Robert de Visee 

Originally of country origin the Minuet be- 
came an extremely popular dance at the court 
of Louis XIV, after its introduction by the com- 
poser Lully. De Visee was a great admirer of 
Lully (who also played the guitar) and made no 
secret of trying to imitate his style. 


The Minuet should be played with grace, but 
not fast. Suggested tempo is J = 116. 

A For this fingering of the A chord the first 
finger covers both the 3rd and 4th strings, but 
is raised to clear to the top open string. If un- 
familiar at first it will be found with practice 
to be a very useful fingering in that it leaves the 
3rd and 4th fingers to play without disturbing 
the chord. 


MINUET 
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THE SEVENTH POSITION 


STUDY NOTES FOR BOURREE 
by Robert de Visee 

The Bourree was a French country dance that 
became popular with composers toward the end 
of the seventeenth century. Characteristically it 
begins with an up-beat (the last beat of an in- 
complete measure), and is played at a lively 
tempo. 

This piece should make a marked contrast 
with the preceding Allemand, with a tempo of 
about d — 144 as a final target. It is not easy, 
but is extremely effective when well played. 

A The ligado from 4th to 2nd finger should 
receive extra practice. 

B Leave the first finger on the C in preparation 
for the first chord of the next measure. 

C The use of the 4th finger as a guide is the 
only way to negotiate this passage up to tempo. 
D A very quick change must be made here to 
the third position. 

In general, if the individual measures with 
problems are practiced separately, this will be 
found to be a rewarding piece. 




188 


THE SEVENTH POSITION 


STUDY NOTES FOR GIGUE 
by Robert de Visee 

This Gigue (Jig in English) should be played 
with sparkle to make a lively conclusion to the 
four pieces when played together. Aim for a 
tempo of about J =168. 

A The hand remains in the fifth position, the 
open B being used to avoid a move. The thumb 
may be used on the C# to emphasize the entry of 
the lower voice. 

B As in the prelude at B the position change 
enables the A to be taken on the 4th string for 
a consistent sound in this voice. 

C At this point the 1st finger should be ready 
to ease through quickly to the third position bar. 
D The second C belongs to the lower voice, 
and this is made clear by taking it on a different 
string. 

E From here to the end, particular attention 
should be paid to the left hand fingering. The 
passage is not difficult if played exactly as 
written. 

F Place the full bar for the single F in prepara- 
tion for the chord which follows. 
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STUDY NOTES FOR ETUDE IN A 
by Matteo Carcassi (1792-1853) 

Carcassi was one of the most renowned guitar- 
ists of his day, and also a prolific composer. As 
a supplement to his famous instruction method 
he wrote twenty-five studies, of which this is an 
attractive example. 

Remember to find the complete chord with 
both right and left hand at the beginning of each 
arpeggio group, and follow the pattern of ac- 
cented notes throughout the piece as indicated 
in the first three measures. 

A Do not be daunted by this change, which is 
one of the hardest in the piece. It comes with 
practice — at first try placing just the 3rd and 4th 
fingers, then add the other two. 

B The 2nd finger is an important guide for 
reaching the position. 

C The half bar may remain on or not accord- 
ing to preference. 

D Here also the 2nd finger as a guide takes the 
difficulty out of the move to the ninth position 
bar. On a high bar like this be careful not to 
lift the left elbow — it should remain naturally 
by your side. 

E Do not be rushed about making this change. 
In fact a slight pause on the preceding high D 
sounds good musically. 
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ETUDE IN A 


Andantino 
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STUDY NOTES FOR MINUET IN C 
by Fernando Sor (1778-1839) 

Although learning the notes may present some 
difficulty at first, this is probably the easiest of 
Sor’s minuets and also one of his best. Careful 
attention to fingering, in particular guide fingers, 
should result in a rewarding piece to play. 

A All four notes are slurred. Play the D, then 
pull off the 4th finger to sound the C. The 1st 
finger pulls off to sound the open B , then ham- 
mers down for the final C. Be sure to be right on 
the tip of the 4th finger. 

B A quick movement is needed here to reach 
the third position bar, but it is preferable to 
other more complicated fingerings. 

C The small “grace” note has no real time 
value and should be pulled off quickly to the C. 
D Sound the portamento as the 4th finger tra- 
vels up to the 10th fret to the A. The F is beside 
it, also at the 10th fret. 

E This passage is very easily memorized as the 
same sequence is repeated in each of the four 
positions. Try to make quick clear ligados at the 
beginning of each measure in this passage. 

F Remember that the grace note, although 
drawn before the chord, must be sounded simul- 
taneously with the G and E. Then pull off 
quickly to the C. 

G The movement to this chord and the suc- 
ceeding five measures need extra practice. The 
fingering is somewhat awkward, but there is no 
reasonable alternative. 

H Here also the E sounds with the B and G 
although drawn before the chord. Then the 1st 
and 4th fingers hammer, and the 4th pulls off 
to sound the F. Try to make the movement rapid 
and clear. 








LESSON TWENTY-THREE 

CONTRAPUNTAL MUSIC 


To people unfamiliar with the guitar and its To stress the equal importance of each me- 
music one of the most surprising aspects is Iodic line the following exercises are given in 

the ability of the guitarist to play music where “canon” form, the second voice following the 

the melodies are in more than one part. A fre- first with the same melody. When a new voice 

quent comment is that a good guitarist can enters, make this clear by giving it slightly extra 

sound like two people playing. This illusion prominence over the other part. Each line must 

comes from careful attention of the player to be sustained exactly as if it were played on a 

the different lines or voices in the score and to separate instrument. Only after these have been 

the time-values of each. For this reason special perfected should the three part study below be 
care should be given to the value of every note. attempted. 


Exercise 138 
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Exercise 139 (continued) 
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STUDY NOTES FOR ETUDE IN C 
by Fernando Sor (1778-1839) 

This is a very important study, and its purpose 
is lost if particular attention is not paid to the 
value of each note in each of the three parts. 
For this reason very detailed notes are given for 
the first section and these should not be ignored. 
A Both D and G should still be sounding 
clearly wth the B. 

B As you play the 4th string E the 2nd finger 
must still remain on the C#. 

C Both D and F must ring through to the end 
of the measure. 

D The 3rd finger remains firmly placed until 
it moves up to the G. 

E Similarly the 1st finger holds the E until it 
has to transfer to the C. This fingering enables 
the C and A to be sustained for the remainder 


of the measure. Note that in this and the suc- 
ceeding measure, where the lower voice moves, 
the other two are sustained and vice versa. Try 
to make this clearly audible by playing the sus- 
tained notes strongly enough to sound through. 
F Give emphasis to the entry of the lower voice 
here and to that of the upper voice in the next 
measure. 

G Leave the 2nd finger on the F when you 
reach for the high A. 

H The upper notes must sound through the 
complete measure. 

I To bring out and help sustain the tied notes, 
the chords on the third beat of this and the suc- 
ceeding measures may be arpeggiated slightly. As 
the upper note of the chord is reached, the right 
hand finger gives a slight extra pull to this string. 
J Remember to leave the 4th finger on in prep- 
aration for the grace note in the final measure. 









LESSON TWENTY-FOUR 

HARMONICS 


A particularly pleasing type of note can be 
produced by making a string vibrate in sections 
of its length instead of as a whole. Such notes 
are known as “harmonics.” 

NATURAL HARMONICS 

Natural harmonics are produced by touching 
a string lightly with the left hand at a certain 
point, playing the string with the right hand, 
and then immediately taking the left hand away. 
As a practical example try the following: 

1. Touch the 6th string lightly with the 4th 
finger of the left hand immediately above the 
12th fret. The string does not need to be de- 
pressed — it is sufficient that the finger is in con- 
tact with it. 

2. Play this with the right hand thumb 
slightly more toward the bridge than usual. 

3. Immediately take away the left hand finger. 
A bell-like E y an octave above the open string, 
should continue sounding. In fact the whole 
length of the string is vibrating, but in two 
loops divided at the point where the string is 
touched. 

After experimenting until a clear sound is 
produced, try the same thing on the other strings, 
in each case touching with the left hand just 
over the 12th fret. 

Harmonics may also be produced at the 7th 
fret, weaker ones at the 5th fret, and in rare 
cases the 4th fret is used. Below is an example 
of how natural harmonics are written, and the 
sounds actually produced. 


(1) (2) (3) (4) 

arm arm arm arm (1) (2) (3) (4) 



The diamond shape indicates that a harmonic 
is to be played, as does the abbreviation arm 
(i armonico ). The Roman numeral indicates 
where the left hand is to touch. 

OCTAVE HARMONICS ( Armonicos Octavados) 

Octave harmonics, also known as artificial har- 
monics, are produced by touching a string with 
the right hand 1st finger at a distance of 12 frets 
above any note stopped by the left hand. The 
harmonic is then played with the a finger of the 
right hand. 

The photograph below shows the position of 
the hand. 
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HARMONICS 


The movement is best illustrated by a prac- 
tical example: 


arm 8 V0 
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To play the above use the following pro- 
cedure: 

1. First find the F with the left hand 1st finger. 

2. With the right hand index finger, in the 
position illustrated, touch the string above the 
fret 12 higher than the left hand note, in this 
case the 13th fret. 

3. Pluck the string with the a finger, making 
sure that the i finger maintains its contact. Im- 
mediately after playing remove the i finger from 
the string. 

4. To continue, find the G with the left hand 
3rd finger. With the right hand index finger 
touch above the 15th fret (3 + 12). Play as 
above. 


5. Return to the 1st and 13th frets to play 
the final F. 

HARMONICS WITH CHORDS 

Since only the i and a fingers are used by the 
right hand, it is possible to play two and even 
three note chords with the upper note an octave 
harmonic. 


arm 8 V0 



To execute the above the left hand first finds 
the chord. Then with the index finger of the 
right hand touching the 13th fret, the a, m, and 
p play respectively the 1st, 3rd, and 4th strings 
together to sound the chord. 

Although difficult at first, this is one of the 
most interesting and surprising effects on the 
guitar. 



LESSON TWENTY-FIVE 

ADVANCED TECHNIQUES 

AND EFFECTS 


THE TREMOLO 

The guitar is not a “sustaining” instrument 
in that it is not possible to produce a long con- 
tinuous note as with a bowed instrument or 
organ. However, it is possible to give the illusion 
of sustained sound by playing a very fast succes- 
sion of strokes to repeat a note by the technique 
known as tremolo. 

The most common form of tremolo employs 
the thumb to play a bass or accompaniment part, 
while each note of the melody is played three 
times by the a , m, and i fingers in that order. 
Here is an example: 


ami ami ami ami 



* f r r == 


To conserve space the tremolo may be written 
as in the third measure of this example with 
exactly the same time value and meaning. 


TECHNIQUE FOR TREMOLO 

The a, m, and i fingers must of course play 
free strokes. In general, the thumb should play 
free strokes too, but occasionally a rest stroke 
may be used to give emphasis to the first note 
of a measure. 

The fingers should be close together and 
should use the minimum possible movement, 
particularly when playing on an inside string. 
If care is not taken in this respect, the a finger 
will catch the string above. 

It is a good idea to practice the right hand 
technique by itself, taking a simple chord for 
the left hand, as for instance in the first measure 
of the example. Repeat the pattern many times 
starting very slowly and keeping the knuckle 
part of the right hand absolutely steady. 


Increasing Speed 

The tremolo is one technique that really does 
depend on rapid execution for effectiveness. The 
line of notes does not sound continuous at speeds 
below J = 138, and some performers can pro- 
duce an incredible J = 176. To give rules for 
increasing speed is very difficult since what is 
effective for one person is not always useful to 
another. As a result several suggestions are 
offered for experimentation, in the hope that at 
least one of them will help. 
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ADVANCED TECHNIQUES AND EFFECTS 


Slow Practice 

It seems strange that slow practice should help 
the attainment of greater speed, but the fact has 
been stated and restated by musicians and teach- 
ers. What seems to happen is that a very positive 
and accurate habit is formed, so that there is no 
vagueness or uncertainty when the movement is 
played at a faster speed. A suggested way to prac- 
tice a passage would be to play it four times 
slowly, then once fast. 

Overemphasis of Strokes 

This method entails playing the passage at 
moderate speed, but exaggerating each stroke so 
that more than usual strength is used. This also 
produces maximum volume. After playing this 
way a few times, the hand is relaxed to the nor- 
mal level, and the passage played with reduced 
volume and higher speed. 

Use of the Metronome 

The use of a metronome is interesting in that 
it gives an exact measure of progress as a passage 
is worked through. A suggested procedure is to 
play first at a comfortable speed at which com- 
plete accuracy can be guaranteed. Then the 
metronome is advanced two points, and an at- 
tempt is made at the higher speed. Finally the 
metronome is moved back one point, at which 
speed complete accuracy is again attempted. 

Throughout the study of the tremolo it should 
be realized the smooth execution of this tech- 
nique is closely linked with the control of the 
a finger. For this reason it is often beneficial to 
‘‘prepare” this finger by playing alternating m 
and a and also the reverse arpeggio (p a m i ). 

PIZZICATO (. Etouffe ) 

This term is normally applied to the plucking 
of the strings of instruments which are usually 
bowed, such as the violin. As the sound pro- 
duced is somewhat brief and lacking in reso- 
nance, the term is borrowed by guitarists to 
describe a technique whereby notes are played 


by thumb, while the side of the hand rests just 
behind the bridgebone to act as a mute. 



This picture illustrates the position for the 
right hand. The left hand can add to the effect 
by releasing each note the instant it has been 
played by the right hand thumb. 

The pizzicato is normally indicated by the 
abbreviation pizz at the beginning of the passage, 
the individual notes being marked with a dot 
above or below, as for staccato playing. 

TAMBOR 

This is a rather rare technique intended to 
give a drumlike effect. The strings are struck 
by the side of the thumb very close to the bridge- 
bone. This produces a booming sound through 
which can be heard the resonance of the strings. 
The right hand should be held just over the 
bridge with the muscles completely loose, so that 
as the side of the thumb strikes the strings, it 
will immediately rebound from them to avoid 
muting the sound. 



LESSON TWENTY-SIX 

COMPLETION 
OF THE FINGERBOARD 


It is not possible in the present work to give 
detailed exercises and study material in all the 
positions of the guitar, and from this point on, 
the student is urged to fill in the gaps of his 
knowledge of the fingerboard by varied sight- 
reading and a conscious attempt to memorize 
the notes that are not immediately familiar. The 
importance of such knowledge has been suffici- 
ently stressed elsewhere in this book, and it is 
now up to the student to make the final steps. 

Although the best study of the fingerboard lies 
in mastering the positions one by one, there are 
certain additional aids to memorizing the notes, 
and some suggestions are offered below. 

LEARNING BY EQUIVALENT NOTES 

Since one of the difficulties of the guitar is the 
fact that the same note may appear in so many 
different places, it is a good idea to make a con- 
scious effort to memorize these equivalents. This 
is something that can be done away from the 
instrument, and has proved surprisingly success- 
ful for some students. Starting at the open A 
the procedure is to “think” through all the notes 
of the first position and work out mentally where 
else they occur on the guitar. This mental effort 
will reveal certain patterns and relationships on 
the fingerboard, for instance the fact that except 
between the 2nd and 3rd strings an equivalent 
note can be found by going down one string and 
adding 5 to the fret number of the original note. 
For instance the F at the 1st fret of the 1st string 
recurs at the 6th (5+1) fret of the 2nd string. 


LEARNING BY FRET 

In the same way that the notes on the staff are 
learned more easily by separating the lines from 
the spaces, so the notes on the guitar are better 
memorized by learning across the frets. To try 
to learn from scales is more difficult because the 
succession of notes is in alphabetical order and 
therefore easy to name without really making a 
conscious effort at memorization. Again this 
method may be used away from the guitar, for 
instance by chosing one fret each day and on 
repeated occasions visualizing mentally what the 
notes look like on paper and what their letters 
are. 

TRANSFER OF POSITION 

It is a good idea to explore the possibilities of 
the guitar by making a simple melodic line and 
trying to play it in as many positions as possible, 
remaining within the position each time. This 
not only helps note learning, but also reveals 
what positions are suitable or more adapted to 
a given key. It is important therefore to experi- 
ment in varied keys, although the melody may 
be simple. 

VARIED READING 

There is no better or pleasanter way to learn 
the fingerboard than by acquiring the habit of 
reading through collections and anthologies 
daily. There is the pleasure of discovering a 
really good piece for further study, and the addi- 
tional satisfaction of finding that what looked 
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COMPLETION OF THE FINGERBOARD 


impossible two months ago has now become 
quite comprehensible. Yet of all the methods it 
is the one least followed by students, partly 
through lack of available material and partly 
because of the greater effort necessary initially, 
before the rewarding stage is reached. One can 
only emphasize that work in this direction is 
amply repaid in the long run. 

CONCLUSION 

Whatever the method employed, it is obvious 
that a knowledge of where the notes are on an 


instrument is absolutely basic to any serious 
study of it. The piano student knows where all 
the notes are on his instrument in a matter of 
hours or days, yet guitar students persistently 
extend this into months and years. Consequently 
guitarists tend to lag in muscianship behind 
other instrumentalists. If you can overcome this 
pitfall, you will have taken a significant step for- 
ward and ahead of the vast majority of students 
of the guitar. 

And now, for your enjoyment and instruction, 
here are four of the most popular pieces ever 
written for the guitar. 


FOUR PIECES WITH STUDY NOTES 


STUDY NOTES FOR ADELITA 
by Francisco Tarrega (1852-1909) 


This is another beautiful and lyrical piece. 
Although called a Mazurka, which is a Polish 
dance, it is usually played with a moderate flow- 
ing tempo. 

The second half presents somewhat more tech- 
nical difficulty than the first, principally because 
of the ornamentation. If the notes are first 
learned without the ornaments, be sure to follow 
the correct fingering so that they may be easily 
added later without refingering. 

A Use vibrato on the high E, and make the 
ligado as smooth as possible. 

B Remember that the first note of the orna- 
ment sounds simultaneously with the low E. 


C Sound the portamento as the 3rd finger tra- 
vels down to the E. 

D Here also the portamento is effective as the 
4th finger moves up the string. 

E The 3rd finger moves down here to put the 
hand in position for the next chord. In effect this 
means that the quarter notes can not be sus- 
tained, but up to tempo this is barely noticeable, 
and the over-all result is a much smoother 
change. 

F The high G# at the 1 3th fret may be sounded 
without the right hand by the force of the left 
hand slide. 

G Place the complete bar for the D# in prepa- 
ration for the chord that follows. 

In general, try not to be deterred by the unfa- 
miliar positions of some of the notes, which are 
designed to produce the best possible sound from 
the guitar. 
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STUDY NOTES FOR LAGRIMA 
by Francisco Tarrega 

Tarrega was one of the most important con- 
tributors to the technique and repertoire of the 
guitar. He is said to have played with a most 
beautiful and completely individual tone, and 
the structure of his compositions and transcrip- 
tions shows a complete mastery of the instru- 
ment. A great teacher also, he is considered one 
of those principally responsible for the modern 
recognition of the capabilities of the “classical” 
guitar. 

This piece is romantic in style, “lagrima” 
meaning a tear-drop. The melody should be 
brought out with rest strokes and every effort 
should be made to attain smooth continuity. 

A The open B ’ s in the first measure and this 
group of eighth notes are not part of the melody 
and should be subdued in relation to the notes 
with the tails up. 

B The half bars in this measure require prac- 
tice. Be sure that the finger is pressing evenly 
across the four strings and not arched. The 3rd 
finger must be as vertical as possible to avoid 
muting the third string. 

C This is a typical Tarrega fingering. The 
hand does not change position, in spite of the 
open string, until the 4th finger slides up to take 
the G# at the 13th fret of the 3rd string. Here 
the 4th finger must be right on its tip so that 
the adjacent open string can sound. 

D Leave the hand over the fifth position while 
playing the open strings in preparation for the 
F# at the 7th fret. 
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STUDY NOTES FOR ROMANCE C The barred positions in the second half of 

Anonymous the piece are more difficult than those previously 

encountered because of the length of time that 
This is one of the most popular of all pieces they must be held. It is important not to strain 
for the guitar. It has a simple but haunting the left hand by doing too much at once. Never 

melody and should be played at a moderate force the left hand — lay the fingers out flat and 

tempo, bringing out the melody notes. Vibrato rest the hand at the first sign of any discomfort, 

is effective if not used to excess. This will achieve more than will a grim deter- 

A Although a half bar would be possible here, mination to continue. 

the full bar makes the transition to the seventh From its sound this is always supposed to be 
position easier. a fairly easy piece. In fact it needs considerable 

B This stretch out of the position is very hard practice, but this will result in a strengthen- 

at first, but becomes much easier when the piece ing and general improvement of the left 

is played up to tempo. hand. 


ROMANCE 
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STUDY NOTES FOR 
EL TEST AMEN DE N y AMELIA 
by Miguel Llobet (1878-1939) 

Llobet was one of Tarrega’s most distin- 
guished pupils. He had a successful concert ca- 
reer, and although he wrote few original works 
he made a number of fine arrangements some- 
what in the style of Tarrega. 

This piece is an arrangement of a popular 
Catalonian folk song. Although perhaps beyond 
the scope of this book, it is offered because of 
its particular beauty for those ambitious enough 
to try it. 

A These natural harmonics can all be taken 
with the 3rd finger. Remember that the finger 
does not have to touch with its tip, the under- 
neath part of the extended finger being sufficient 
to stop the string for the harmonic. 

B The octave harmonic section should be 
taken in three stages. First, memorize thoroughly 
the left hand movements playing the passage 
without harmonics. Then practice the melody, 
only forming the octave harmonics. Finally com- 
plete the passage by adding the accompaniment. 
C For contrast the melody now lies on the 
fourth string. These notes should be brought 
out strongly with the chords somewhat subdued 
as accompaniment. 






APPENDIX 

MUSIC FOR GUITAR ENSEMBLE 


A NOTE TO THE TEACHER 
As far as possible the trios and quartets that 
follow have been arranged with sufficient sim- 
plicity to supplement the earlier lessons in the 
book. However it is impossible to achieve much 
musical effect with all parts in the 1st position, 
and it will be found that the upper voice must 
often go to the 5th fret and above. Rather than 
waiting until the whole class has learned the 
higher notes the 1st parts may initially be taken 
by the teacher, or as occurs in most classes, by 
the one or two participants who are ahead of the 
main group. 

In cases where the bass part is in two lines 
these can easily be initially divided between two 
groups and later used for the practice of simple 
chords. 
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AWAKE SWEET LOVE 


JohnDowland (1563-1626) 
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MUSIC 


Solo Guitar Playing can teach even the person with no previous 
musical training how to progress beyond simple folk strumming 
to mastery of the guitar as a solo instrument. The simple step-by- 
step approach — fully illustrated with 34 diagrams, 20 photo- 
graphs, and a repertoire of over 100 musical exercises — offers 
thorough instruction in every phase of solo guitar playing, includ- 
ing individual sections on: 

• Basic technique 

• Reading music, memorizing and ear training 

• Mastering the fingerboard 

• Building dexterity and speed 

• Developing tone color and musical phrasing 

• Position playing 

• Interpretation 

This edition has new material on chords, scales, right hand exer- 
cises, and ensemble playing — more on ensemble playing than in 
any other book. The program, offering frequent self-tests to check 
progress, includes graded exercises, practice studies, a survey of 
the guitar repertoire, a generous selection of solo works, and a 
helpful glossary of musical terms. 

Frederick M. Noad, author of Schirmer Books’ best-selling Play- 
ing the Guitar, teaches guitar and lute at the University of 
California, Irvine, and at his own instruction center in Los 
Angeles. A noted concert artist, he has performed extensively in 
America and abroad. His television program series of guitar 
instruction for beginners is credited with introducing many 
people to the guitar. 
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